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ABSTRACT 
This dissertation examines the creative work of harpsichordist Wanda Landowska, pianist 
Glenn Gould, and singer/songwriter Sting to address aesthetic and revivalist notions of 
early-music performance practice in the twentieth and twenty-first centuries. I accomplish 
this by viewing their early-music recordings through two different but interrelated lenses: 
sound and otherness. By closely comparing Landowska’s performances to those of Gould 
not just in terms of choice of instruments but, more importantly, of rhythmic projection, 
structural articulation, and other fundamental musical choices, a definable early-music 
“sound” emerges that transcends the movement’s traditional borders. Early music becomes 
a sonically identifiable phenomenon transmitted by performers of various training, 
affiliations, and epochs, rather than a loosely connected politicized movement precariously 
perched on claims of historical (authenticity) and timbrel (period instruments) grounds. I 
further illuminate this sound within the context of a performed “exoticism,” signified by 
exotic instruments, style, and attitude. In these terms, I focus on Landowska’s reception in 
the early twentieth century, comparing it to the reception of Gould’s individualized 
 viii 
 
twentieth-century Bach recordings and, as a twenty-first century venture into early music, 
the reception of Sting’s 2006 recording of Elizabethan lute songs by John Dowland. By 
repositioning “Early” as “Other,” a more relevant framework emerges for discussing how 
early-music performances over time construct and reflect a sense of authenticity in the 
movement and, conversely, how that construct affects its performers and its public. 
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PREFACE   
 
An Early-Music Sound 
 Much of what I will discuss in this dissertation is based on the notion of a sound, a 
sound not only produced and heard, not only acted and seen, but also emoted and felt. As 
I see and hear (and feel) it, a sound encompasses more than tone quality, resonance, texture, 
volume, and articulation; it also entails a provocative sense of rhythm or gait, an acute 
rendering of style or what we might call the turning of the phrase, and a highly apparent 
attitude or flair. All of these traits are embodied in one sonic gesture, one sound. And this 
gesture is more than a projection; it is felt, as sound is transmitted, received, and reflected 
through a continuous loop of performers and listeners.  
Sound also transcends time by simultaneously capturing a past and projecting a 
future in one fleeting moment. Thus, sound constitutes more than a physical sensation, as 
it must be intellectually formulated and understood as a resonance of various bodies. And 
not too different from the sense of smell, taste, or perhaps even color, sound is an 
instantaneous signifier of identity for both performer and listener, as it has the potential, 
through its various perceived qualities, to simultaneously unite, separate, comfort, and 
alienate.  
  And perhaps no sound, in terms of identity, has been more provocative in the 
twentieth and twenty-first centuries than the one made by the early-music movement—a 
sound that has facilitated a new performance and listening consciousness. Bach, for 
instance, is no longer only defined, as arguably he was until the mid-twentieth century, by 
 x 
 
his profound treatment of counterpoint, but rather just as important is the instrument upon 
which his counterpoint is played, not to mention the actual styling of it.  
Therefore, this dissertation is a sonic investigation. And in it, I set out to define the 
early-music sound through the performer, then explore its meaning in terms of its perceived 
otherness, and finally re-contextualize its reception as an authenticated Other. Such a re-
contextualization reveals the early-music sound, with its particularly pungent multi-faceted 
sense of differentiating temporality, as the main signifier of membership in the movement, 
“for performances of historical music to be convincing in the present—for them to create 
an aura of authenticity, historical or otherwise, for both performers and audiences—the 
sounds and styles used must be perceived as timeless” (Upton 2012).   
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CHAPTER 1 
INTRODUCTION 
Toward Early Music’s Otherness 
The means by which performers and audiences have constructed and reconstructed 
the notion of an early-music movement constitutes the crux of this dissertation. The early-
music community has for some time collectively projected a movement supported by 
various notions of authenticity.  In the nineteenth and beginning of the twentieth centuries, 
before the rediscovery and availability of period instruments, the movement was defined 
more by its repertoire rather than its medium. Ensembles committed to the performance of 
early music, such as Alexandre Choron (1771-1834) and his Ecole royale et spéciale de 
chant, which presented sacred vocal works in the 1820s and 30s by Josquin des Prez, 
Claudio Monteverdi, and George Frederic Handel, most often performed on instruments 
from their own period and were reported to have rendered compelling performances (Ellis 
2005:105-11). At the turn of the twentieth century, early-music ensembles like Louis 
Diémier’s (1843-1919) Société des instruments anciens, which toured throughout Europe 
and Russia, sometimes performed on a mix of period and modern instruments (Taruskin 
1996:367-8; Ellis 2005:92-6; Fauser 31-6). Mainstream modernists in the first half of the 
twentieth century, among them Igor Stravinsky, Arnold Schoenberg, and Paul Hindemith, 
also engaged with early music, foreshadowing the success that historically informed 
performance would eventually achieve in the broader musical world.  
But it was not until the 1960s and 70s that the notion of using period instruments 
and a so-called historically appropriate performance style gained prominence thanks to 
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prominent leaders of the movement, including Nikolaus Harnoncourt (1929- ), Gustav 
Leonhardt (1928-2012), and Frans Brüggen (1934-2014). These performers, among others, 
spearheaded with their widely circulated recordings a “modern early music movement” 
(Meyer 2009:248). Bolstered by what was perceived as a unified front of authenticity, the 
collective identity of the movement emerged as a highly contested “monolithic occurrence” 
(Dreyfus 1997:3). But in the late 1980s, Richard Taruskin’s well-known challenges to the 
verifiability of authentic performance (1984; 1988; 1995) chipped away at the “authentic” 
aspirations of the movement, and over time early music’s supposed homogeneity has 
diversified, rendering suspect even its identification as a movement (Dreyfus 1997:3). 
Out of the subsequent collapse of a verifiable authentic performance, a dual sense 
of authenticity has emerged and prevailed (O’Dea 1994; Kuijken 2013:111-12), one strand 
constitutes a personal musical expression—what Barthold Kuijken calls “Personal 
Authenticity”—while the other (Kuijken’s “Historical Authenticity”) aims to validate a 
sound from a bygone era. The latter notion has been deemed inconclusive by musicologists, 
performers, and critics, and thus the “sociological utility and relevance” of authenticity has 
“collapsed in the wake of the [movement’s] cultural and postmodern turn” (Woodward 
2011:451)—which begs the question most pertinent to this study: what then holds, or 
perhaps ever held, the movement together?   
In this dissertation, I assert that the notion of authentic performance does not 
holistically reflect or contribute to a relevant understanding of the early-music movement 
as a twentieth- and twenty-first-century cultural phenomenon. As an alternative, I fold the 
notion of authentic performance into a more interpretively comprehensive and revealing 
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notion of exoticism—what I call the movement’s Other Performance. By positioning 
“Early” as “Other” in relation to the mainstream (and also in relation to interactions of 
members within the movement), I create a framework for critically discussing how specific 
early-music performances construct and reflect the concept of a unified movement—and, 
conversely, how that construct affects its performers and their public. I not only reassess 
performers commonly affiliated with the early-music movement, but also closely consider 
outsiders who, due to the limiting notion of authenticity, remain on the periphery, such as 
harpsichord-pioneer Wanda Landowska (1879-1959), singer-songwriter Sting (Gordon 
Matthew Thomas Sumner, 1951- ) when singing the music of Dowland, and pianist Glenn 
Gould (1932-1982) and his well-known performances of JS Bach.  
Building on Taruskin’s illuminative but highly polarizing performance 
descriptors—“geometrism” versus “vitalism” (1995 [1988]) and “crooked” versus 
“straight” (1995 [1986])—I identify and nuance an early-music sound made up, rather, of 
a subtle balance of those descriptors. I illuminate such a balance by first closely examining 
the opening of Landowska’s 1937 recording of Mozart’s “Coronation” concerto with 
Walter Goehr as conductor, cross-referencing it with Malcom Bilson and John Elliot 
Gardner’s performance (Bilson 1988) of the same work nearly 50 years later, thus revealing 
in various ways a highly developed early-music sound well before members of the so-
called modern movement, with their historical replicas and acute attention to treatises, 
claimed to have rediscovered it (Zaslaw 1988). I further temporally and geographically re-
situate this early-music sound by turning to Landowska’s teacher Jean Kleczyński (1837-
1895) and his late nineteenth-century treatise The Works of Frederick Chopin and their 
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Proper Interpretation (1913 [1879]) as a possible source, and to Paris as a possible place, 
for its origins. Ultimately, I suggest that the origins of the early-music sound, thought by 
Taruskin to be a new early twentieth-century phenomena (1995 [1988]), is, rather, a 
Parisian mid-nineteenth-century one. 
 In an effort to triangulate my observations across different instrumentations, 
affiliations, and associations, I focus this same lens on Glenn Gould’s early-music sound, 
critiquing both performances of the “aria” in his two recordings of Bach’s Goldberg 
Variations on the piano. Spaced nearly 30 years apart (1955, 1981), Gould’s recordings 
reveal not only the influence of Landowska, harpsichordist Ralph Kirkpatrick, and his 
teacher Alberto Guerrero,  but also how Gould’s sound might have influenced, especially 
with the later recording, the sound of the movement.  
By closely comparing Landowska’s performances to those of Gould not just in 
terms of choice of instruments but, more importantly, of rhythmic projection, structural 
articulation, and other fundamental musical choices, a definable early-music “sound” 
emerges that transcends the movement’s traditional borders. Thus, early music becomes a 
sonically identifiable Other Performance transmitted by performers of various affiliations. 
Laurence Dreyfus already in the early 1980s noticed the movement systematically 
differentiating itself from traditional or mainstream performers with distinct codes that 
ensured a collective “identity by difference” (Dreyfus 1983: 319). And going one step 
further in his liner notes (1988) to Bilson and Gardner’s recording of the “Coronation” 
Concerto, Neal Zaslaw unequivocally notates Dreyfus’s codes, providing a hands-on 
manual for producing the Other Performance. In the same way that individuals within any 
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emerging discipline use a particular jargon to collectively differentiate themselves from 
another field, I find that the early-music movement uses a trademark musical phrasing to 
define its otherness, which functions as a sound marker for being historically informed, for 
essentially sounding collectively Other.  
Although exoticism has been frequently theorized and applied to Western music 
composition, most notably by Jonathan Bellman (1998), Timothy Taylor (2007), and Ralph 
Locke (2015; 2010 [2009]), a comprehensive theory of it in regard to performance 
practice—and the reception of that practice—has never been fully developed, which is 
surprising, for numerous scholars, such as Jonathan Shull, Kay Shelemay, and Thomas 
Kelly, have used terms suggestive of exoticism to describe the movement. Thus I construct 
in this dissertation a theoretical framework for early music founded on the notion of Other 
Performance, and do so by using four different lenses of performed and perceived 
otherness: instrumentation, style, the assimilation of that style, and attitude, which I detail 
with specific performances. 
To place my findings in a broader, more relevant socio-cultural context, I draw 
upon a number of multi-disciplinary approaches to performing authenticity and exoticism, 
such as sociologist Sharon Zukin’s concept of “experiencing origins” in authentic New 
York neighborhoods (2010), social theorist Somogy Varga’s notion of “performative 
authenticity” as related to self-help manuals (2012), and literary scholar Kateryna 
Longley’s theory of “Fabricating Otherness” in regard to the misrepresentations of writers’ 
“ethnic” origins (2000).  
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And since perceptions of the movement have been primarily steered by   
performers, critics, and promoters—many of whom do not accurately reflect the individual 
nuance of performance practice and its reception—my dissertation alternatively 
foregrounds within these theoretical socio-cultural contexts the early-music movement’s 
public. Through comparisons with other revivals (most of which came to prominence in 
the 1980s when early music entered the mainstream), such as Carlo Petrini and Alice 
Waters’ “slow” or local food movement (Petrini 2001; Waters 2007), Wynton Marsalis’s 
efforts to establish and institutionalize traditional jazz as so-called "real" jazz (Marsalis 
1988), Joshua Rifkin’s one-voice-per-part performances (OVPP) of Bach (Rifkin 2000 
[1981], and to some extent Bob Vila’s home-restoration show This Old House, I show how 
the views of early-music “audience/participants” (Taylor 2012) contribute a sense of 
locality to the often overly generalized, globalized, and historicized discourse on 
“authentic” performance practice. And I suggest in this dissertation that it is with the early-
music audience that an integral sense of authenticity remains—and must remain—as 
audience and performer interact in what I call retro-progressive performativity.  
Through close readings of performances that reveal a distinct, differentiated, and 
differentiating early-music sound outside the traditional borders of the movement, and by 
giving attention to audience reception and the integral role it plays in the performative 
authenticity of revivals on the whole, my dissertation places the early-music movement 
into a broader, more contemporary, and more socio-relevant context—shedding long-
overdue light on its all-unifying Other Performance, whether it is historically authentic or 
not. 
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Why Wanda, Gould, and Sting? 
Early music and its notoroius authenticity problem has received ample critical 
attention most notably from Richard Taruskin (1995), Nicholas Kenyon (1988),  Peter Kivy 
(1995), and John Butt (2005 [2002]. In their prognosis of and remedies for what is 
commonly seen as a self-inflicted condition lies a common trope: that early music will 
eventually sober up and get back on the wagon.   
Sometimes the best way to acquire a new perspective on a well-worn trope is to 
look “outside the box” or, at the very least, at its edges. Landowska, Gould, and Sting each 
have a different proximity to early music. Once viewed as a fierce advocate of historically 
informed performance, Landowska with her hybrid Pleyel harpsichord now sits on the 
fringes of the movement. Her recordings aren’t really respected any more for adhering to 
composer’s intentions or even providing viable performance alternatives for up-and-
coming early musickers, but instead stand as awe-inspiring relics from ancient times when 
Musique ancienne, as with Eastern culture, was beheld as truly exotic. Gould never wanted 
to be part of any movement. Whether it was traditional performance, early music, live 
performance, or Mozart even, he constantly toyed with and played-up against expectations. 
And early music never wanted to have anything to do with Gould either.  Yet, with an 
approach to performance not too dissimilar from early music’s introspective historical-
analytical methods, Gould, as we shall see, makes an early-music sound that profoundly 
disseminated an Other Performance of Bach to listeners worldwide. And perhaps most 
ironically, Sting’s 2006 performances of Dowland’s songs orbit the closest to early music’s 
sun. His collaboration with lutenist Edin Karamazov reveals his acute sensitivities to the 
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latest developments in historically informed performance, thus producing a post-modernist 
early-music sound that fully embodies the movement’s otherness. 
By looking closely at performers outside the movement that sound as if they are in 
it, a new diagnosis is made possible, where authenticity no longer feels like early music’s 
socially awkward drinking problem but, rather, it constitutes a necessary element for 
sustaining early music’s revivalist efforts. 
 
 Chapters Explained 
This dissertation is organized into chapters devoted, respectively, to sounding, 
othering, and hearing early music. And even though Chapter 3 (on othering early music) 
constitutes the fulcrum of the narrative, the individual chapters stand as self-contained, yet 
complementary perspectives on early music, exoticism, and authenticity.  
In Chapter 2: Sounding Early Music, Wanda, Gould, Gould, I identify and define 
an early-music sound by applying and refining Taruskin’s performance terminology, which 
is framed by his diametrically opposed notions of geometrism (modernist performance 
emerging in the twentieth century) and vitalism (nineteenth-century performance practice 
preserved in early recordings). Throughout the twentieth century, a plethora of tools have 
been developed and sharpened for analyzing and contextualizing compositional practice, 
such as Keller’s Functional Analysis, Hanson’s and later Forte’s development of set theory, 
and so-called Schenkerian Analysis, yet Taruskin’s performance paradigm arguably 
remains, despite its extreme characterizations, the only viable terminology for performance 
analysis. And perhaps due to the highly subjective performer-specific associations 
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imprinted on it by Taruskin himself (most often as music critic), along with the scant 
attention performance analysis receives in musicology on the whole—perhaps Kramer’s 
Interpreting Music (2011) is a notable exception—the terminology, despite essentially 
being the only analytical tools available, has remained underutilized—and thus unrefined. 
In this chapter, I both employ and refine Taruskin’s terminology by pairing it with Zaslaw’s 
notation (1988) of the early-music sound (what he believes was Mozart’s sound, which is 
actually Malcom Bilson and Gardiner’s sound on their 1988 Mozart Concerto recordings). 
I then apply this pairing to Landowska and Goehr’s 1937 performance of Mozart’s Piano 
Concerto, K537 and two of Gould’s performances (1955, 1982) of the “aria” in Bach’s 
Goldberg Variations, identifying and detailing their geometrist and vitalist traits, and 
ultimately suggesting that their early-music performances simultaneously share both traits. 
I further show that this identifiable and describable early-music sound exists not only 
outside the period-instrument boundaries of the movement, as evidenced by Landowska’s 
and Gould’s performances, but also temporal ones, pointing to Kleczyński as a possible 
nineteenth-century source of it. I close the chapter by proposing that this nuanced early-
music sound constitutes what I call an Other Performance that, for performers and their 
listeners, signifies a movement unified according to sonic parameters, rather than by 
training, affiliation, or epoch.  
In Chapter 3: Othering Early Music: Wanda, Gould, Sting, I explore in great detail 
perceptions of early music’s Other Performance, forming a theoretical framework of it for 
the movement. The chapter is divided into four major sections. After briefly detailing how 
exoticism played out in art, literature at the turn of the twentieth century, I chronicle the 
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history of the early-music movement as an Other movement, revealing the prominent role 
exoticism has played in it since the mid-nineteenth century.  
The second section is devoted to exploring what I call three and half Other 
Performances: First I look and listen closely to Sting’s performance of Dowland’s "In 
Darkness Let Me Dwell" and consider how the perceptions of a prominent rock artist 
singing early music are a possible analogue to perceptions of Landowska’s early twentieth-
century performances; second, by analyzing Landowska’s performance of Bach’s 
Chromatic Fantasy, I shed new light on how she embodied the otherness of old repertories 
by using the capabilities of a period instrument in conjunction with her flamboyant 
performance style; and third, I delve into Gould’s video performance of Bach’s E-Major 
Prelude from Book 2 of the Well-Tempered Clavier, where I detail the very nature of what 
I call his exoticized, eroticized performance style. I collate these Other performances with 
what I call a half performance: a discussion of Roland Barthes’s writings on performative 
eroticism that focuses on his notion of geno- and pheno-song in relation to Dietrich Fischer-
Dieskau’s and Charles Panzera’s performances of Schubert Lieder. I use Barthes’s theories 
as a way of not only defining early music’s Other Performance, but also as a portal to better 
understanding the attraction to it.  
In the third section, I focus on various conceptual components of exoticism relevant 
to the movement, looking closely at exoticism’s inherent reciprocity, as both the exot and 
the object it exoticizes are changed by the Othering experience. I do this by exploring 
various exoticist frameworks: Locke’s notion of musical exoticism (Locke 2010 [2009]) 
as a mechanism for “reflecting on and reinforcing assumptions about distant lands and 
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peoples”; Kay Shelemay’s investigations (Shelemay 2001; 2011) of difference and 
"descent" as an integral element of formulating the early-music movement; and Laurence 
Dreyfus’s well-known vision (Dreyfus 1983) of the movement as one that “defamiliarizes” 
masterworks with exotic instruments and performance styles. I also revisit Edward Said’s 
ground-breaking work on the  imperialistic hegemony of Orientalism (1978) where one-
way power relationships, dictated by the exot, define the exotica, contrasting it with Homi 
Bhabha’s construction of a Third Space (Bhabha 1994) where the exot and its exotica 
formulate a new relationship through two-way negotiation rather than Said’s negation. And 
finally, I explore Longley’s notion of fabricated Otherness and the necessity of invented 
authentic stories within the context of Isabel Santaolalla’s view (Sanaolalla 2000) that 
Othering objects and people constitutes an act of spiritual or psychological fulfilment. I 
directly relate the findings of these and other frameworks to specific early-music 
performances, showing that exoticism not only illuminates their performance, but also the 
perceptions of them.  
Placing exoticism and early music in a more direct historical context, I close this 
section by comparing and contrasting Victor Segalen’s notions of difference in his 
unfinished Essays on Exoticism: An Aesthetics of Diversity (Segalen 2002 [1908-1914]) to 
Landowska’s advocacy of early music as a different music in her pioneering treatise Music 
of the Past (1909).   
In the final section, using specific case studies, I view early music’s Other 
Performance through four different perspectives: Other Instrument, Other Style, 
Assimilated Otherness, and Other Attitude.  I close the chapter by arguing that exoticism 
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also elucidates what is perceived as inauthentic early-music performances. Looking closely 
at Yo-Yo Ma and Ton Koopman’s authenticity-defying arrangements of Bach cantata 
movements, I suggest that the proper place for authenticity does not lie in the performance 
of the work, but rather in the audience’s perceptions of it.   
In Chapter 4: Hearing Early Music: Retro-Progressive Performativity I detail the 
essential role and proper place authenticity plays in revivalism by focusing on four diverse 
but inter-related revival movements, such as Bob Vila’s renovations of Victorian homes 
on the television series This Old House, Wynton Marsalis’s efforts to define traditional 
swing as real jazz, Carlo Petrini and Alice Waters’s Slow (or local) Food movement, and 
Joshua Rifkin’s one-voice-per-part theory for the performance of Bach’s concerted works. 
Drawing together my findings from Chapter 2 and 3, I show, using their own rhetoric, how 
revival leaders resurrect or preserve their old-new practices by disseminating and 
institutionalizing an authentic Other identity. This identity of difference empowers revival 
leaders to engage in a dynamic two-way discourse with their audiences / consumers, which 
I call retro-progressive performativity.  
In terms of early music, I apply Vila’s notions of preservation, restoration, 
reconstruction, and rehabilitation (Vila 1980); Tony Whyton’s thoughts on authorship, 
authority, authenticity, and ritual; Sogomy Varga’s view of authenticity as an “inherently 
social virtue” (Varga 2012:162); and Sharon Zukin’s concept of “experiencing origins.” 
(Zukin 2010:3). By illuminating early music’s particular retro-progressive discourse 
through these paradigms, I ultimately assert that, as an alternative to the movement’s 
contested notion of so-called authentic performance, a broader more audience-based notion 
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of it exists as an integral enabler and unifier of the movement. Putting this more 
comprehensive notion of early music’s authenticity into a broader context, I close the 
chapter with a discussion of Roland Barthes’s recognition (Barthes 1977 [1967]) of the 
reader, rather than the author, as a source of authentic meaning for a text, applying his 
findings as an analogue for the significance of the early-music listener as a vicarious 
authentic performer of difference in the movement.  
In Chapter 5: Toward the Third Space I first discuss archeologist Leonard 
Wooley’s assertions on the modernity of the past in relation to historically informed 
performance, drawing further comparisons to critiques of the pseudo-science used to 
support the behavior (performance practice) of Jurrasic Park’s temporal-defying 
dinosaurs. Turning my attention to early music’s perceived sense of timelessness, as 
described by Elizabeth Upton in her appraisal (2012) of early music’s differentiating 
“sounds and styles,” I unpack Upton’s assertions using Walter Benjamin’s notion of the 
lost aura (2008 [1936]). I assert that Benjamin’s critical discussion of inauthenticity, in 
terms of film, places authenticity in the eye of the viewer (or in early music, the listener), 
rather than the performer. Exploring the place of early music’s aura as a Third Space, I 
conceptually and visually detail its various interactive cyclical components as a triangle 
flow chart, where performer, composer, and listener converge from the corners on a new 
middle ground (the Third Space). I argue that from this middle ground emanate the main 
theoretical-philosophical tenets of early musicing: intention, interpretation, and 
authenticity. 
  
14 
 
 
 
CHAPTER 2  
 
SOUNDING EARLY MUSIC: WANDA, GOULD, GOULD 
  
Early Sounds 
Wanda Landowska […] knew Romantic style only too well 
(and loved and hated it in a way we can only imagine). 
—Bruce Haynes (Haynes 2007:27) 
   
[In Glenn Gould’s playing] there was something about the 
silence between and behind each note, the richness of the 
different voices that captured the imagination. 
—Katie Hafner (Hafner 2009 [2008]:2) 
 
 In this chapter, I focus almost exclusively on the early-music sound, through which 
a vastly different picture of the early-music movement emerges. Outsiders, such as Glenn 
Gould, become members of good standing, while performers teetering on the periphery, 
such as Wanda Landowska, reveal their influence on those in the center. Early music starts 
to look (or sound) less like a well-bordered movement and more like a pervasive sonic 
phenomenon.  
Early-music performers rarely admit to making an authentic sound anymore. In lieu 
of concrete sonic assertions, they more cryptically claim to be historically informed or 
contributors to the post-modernist early-music movement. I suppose early music learned 
its lesson in the mid-1980s, when its authentic sound was deemed historically indefensible 
(Taruskin 1984, 1988, 1995; Leech-Wilkinson 1984; Lang 1997:175-84). But the change 
in emphasis—from being producers of the definitive old sound to ones who think about 
what an old sound might be and how it could be produced—has significantly altered the 
movement’s internal and external persona. Before the seachange, early music’s aim to 
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produce an authentic sound crafted a common sonic denominator, of sorts, enabling many 
types of performers, regardless of instrument or affiliation, to contribute to it. The 
collective sonic effort brought various performers of diverse affiliations together, 
evidenced by the multiplicity of early-music contributors in the first half of the twentieth 
century, many of whom are no longer considered part of the movement. Nonetheless, the 
new boundaries of authenticity fortified by original instruments and period replicas—
initially staked in the 1960s and fully institutionalized in the late 1970s and early 80s—
fashioned an atmosphere composed of early-music insiders and outsiders. As a result, a 
collective early-music identity was made available for individuals who wanted it, and, for 
those who didn’t (such as Glenn Gould), there was an identity to resist.   
Admittedly, focusing on early music as a mostly sonic phenomenon may not only 
seem archaic, but also equivalent to reopening a can of worms—one never knows how 
many or even what variety will crawl out. Yet, still outside the gates of the movement 
reside numerous early-music performers, who in sonic terms deserve renewed attention. In 
this chapter, we will listen mostly to a pair, the keyboardists Wanda Landowska and Glenn 
Gould. And a pair they are indeed. The above impressions by Bruce Haynes and Katie 
Hafner not only reveal traces of Landowska’s and Gould’s early-music sounds from two 
different interlocked perspectives—Wanda, the Romantic-sounding early-music 
harpsichord pioneer; and Gould, the dry modernist anti-early music early-music pianist—
but Haynes’s and Hafners’s accounts also intimate at how tantalizing their sounds are to 
hear and reflect upon. Moreover, these performers directly and indirectly influenced each 
other, and considered together, their performances reveal the early-music sound as a 
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border-defying phenomenon. So perhaps the best place to start is in the mid-1980s, right 
when early music fell off its wave of authenticity and into the open jaws of Richard 
Taruskin, who is credited, in English-speaking circles, for dragging early music and its 
differentiated sound out of the eighteenth-century surf and back to the twentieth century. 
 
Geometrism, Vitalism 
Drawing on T.E. Hulme’s ideas (1924) on aesthetics in art (borrowed from Wilhelm 
Worringer (1908)), Taruskin divides performance into two diametrically opposed camps: 
(1) the geometrists, who aspire to an angular, abstract, and so-called objective mode of 
performance (geometrism), most notably embodied in the compositions and performance 
aesthetic of Igor Stravinsky and the early-twentieth-century modernists; and (2) the 
vitalists, who exhibit a highly organic, personalized nineteenth-century performance style 
(vitalism) that imitates “forms and movements found in nature” (Taruskin 1995:109-10). 
Vitalism is perhaps best exemplified by Willem Mengelberg’s early-twentieth-century 
recordings, which reveal a highly liberal but calculated use of portamento and rubato, long 
phrases, and the inclination to alter aspects of the composition to taste (Haynes 2007:185).   
Taruskin convincingly shows that the sound of the early-music movement is 
geometrist (Taruskin 1988, 1995), placing its origins with Stravinsky, rather than the 
composers of the seventeenth or eighteenth centuries. In his argument, Taruskin also 
hypothesizes that Stravinsky had learned elements of his geometrism from hearing   
Landowska’s keyboard recitals in St. Petersburg in 1907 (Taruskin 1988:167-7). 
Taruskin’s Landowska-Stravinsky theory never came to fruition but, none the less, his 
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efforts shed provocative light on three interrelated notions of early-music sound in the 
twentieth and twenty-first centuries. First, there is, indeed, an identifiable early-music 
sound. No two individuals sound exactly alike but, by identifying common and 
differentiated performance practices, an early-music soundscape emerges. Second, the 
development and transmission of the early-music sound can be traced and theorized. And 
third, outsiders, not only insiders to the movement, may contribute to it. 
 
Insiders, Outsiders  
Building upon this tripartite notion, I will focus in this chapter on recordings of 
W.A. Mozart’s Coronation Concerto K537 and Bach’s Goldberg Variations BWV989 by 
two radically different yet still related keyboardists: (1) the modern pianist and 
harpsichordist Wanda Landowska, a pioneer of early music, whose hybrid instrument and 
extroverted performance style eventually alienated her from the ideals of authenticity 
prevalent in early music in the 1960s; and (2) the modern pianist Glenn Gould, whose 
disdain for public performance, fascination with recording, and intellectualized 
personalized interpretations made him the quintessential outsider to both the early-music 
movement and to traditional music-making. As a central point of comparison, I will also 
include the performances of fortepianist Malcolm Bilson, whose advocacy for the 
performance of Classical and early-Romantic keyboard music on historically appropriate 
instruments, widely circulated recordings, and position at Cornell University certifies him 
as an early-music insider.  
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Despite their obvious differences, Landowska, Gould, and Bilson share significant 
traits. They play individualizing (and individualized) instruments, whether it is 
Landowska’s hybrid-modernized Pleyel harpsichord (Latcham 2006), Gould’s light-
actioned CD318 Steinway (Hafner 2008:145-6), or Bilson’s transitional Stein fortepiano 
replica (Bilson 1980). They also actively disseminated their philosophies about music and 
music-making. Landowska published Musique Ancienne (1924 [1909]), the first twentieth-
century treatise on Baroque performance practice, and founded the École de Musique 
Ancienne in 1925 before her home in Saint-Leu-la-Fôret became an international center 
for studying old music (Harich-Schneider 2010). Gould, with the Canadian Broadcasting 
Corporation, produced radio shows on influential performers, such as Leopold Stokowski 
and Pablo Casals (Gould 2007 [2001]), as well as more esoteric programs such as his 
contrapuntal ethnographic narrative The Idea of North (Gould 2007 [1967]; Mantere 2005). 
Bilson, in addition to publishing articles in scholarly journals, produced a number of widely 
circulated videos on performance practice (Bilson 2005, 2011).  
By embracing advances in recording technology, these performers spread their 
sonic influence. Landowska’s Goldberg Variations (1933) was the first and only recording 
for over a decade. Gould famously gave up live performance, preferring one he could splice 
at will (2004 [1966]). And Bilson, with his recordings of the Mozart concertos (1989 [1984, 
1987, 1988, 1986]), and Beethoven’s (1996) and Schubert’s (2008) piano sonatas, 
contributed to the zeitgeist of capturing composers’ complete genres (Meyer 2009). 
Furthermore, Landowska’s, Gould’s, and Bilson’s on- and off-stage personas captivated 
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and, to some extent, infuriated their audiences. (Bilson’s has arguably been far less 
controversial than the others.)  
But what most convincingly links Landowska, Gould, and Bilson is their geometrist 
sound, to which Landowska and Gould also contribute significant vitalist elements.  The 
first movement of Landowska’s (1937) and Bilson’s (1988 [rec. 1986])) recordings of 
Mozart’s “Coronation” Concerto and Landowska’s (1933) and Gould’s (1955 and 1982 
[rec. 1981]) recordings of the Aria in the Goldberg Variations reveal an indirect but distinct 
lineage of early-music sound—starting with geometrist-vitalist roots at the turn of the 
twentieth century through its predominantly geometrist period in the 1980s and returning 
to a  geometrist-vitalist performance at the turn of the twenty-first century. Analysis of 
these recordings within Taruskin’s geometrist-vitalist paradigm not only further details the 
makeup of the early-music sound, but also more intricately shows the transcendence of it 
beyond the boundaries of the movement.    
 
Producing Geometrist Sound 
 Emery Schubert and Dorothy Fabian’s study (2006) on expressiveness in Baroque-
music performance provides a good jumping-off place for unpacking the early-music 
soundscape. In hope of gaining “insight into the aesthetic dimensions which underlie 
Baroque performances” (Schubert and Fabian 2006:573), Schubert and Fabian played for 
their study-participants recorded excerpts of Bach’s Brandenburg Concerto no.1 and no.4, 
ranging from performances directed by Pablo Casals (1965) to Nikolaus Harnoncourt 
(1964; 1982) to Neville Marriner (1971) to Gustav Leonhardt (1976).  When listening, the 
20 
 
 
 
study-participants were asked to choose and then rate various descriptors. The participants 
chose articulated, clear structure, detailed, fast tempo, light tone, matter-of-fact, 
mechanistic, phrased, speech-like, springy, transparent texture, and well-accented 
(Schubert and Fabian 2006:580) when period-instrument recordings were played, while 
descriptors such as slurred, vibrato tone, over-expressive, monotonous, and legato 
appeared less frequently. Many of the highly ranked terms, such as articulated and speech-
like, have been for some time part of early music’s jargon.   
Neal Zaslaw’s notation of the early-music sound complements these study-
participants’ descriptors. In his liner notes (Zaslaw 1988) to Bilson and John Elliot 
Gardner’s recording of Mozart’s Coronation Concerto (Bilson 1988 [1986]), he re-notates 
the opening motive (fig. 1) of the first movement, claiming his redressing provides “the 
supposedly ‘missing’ marks of articulation and expression, which are lacking (or only 
haphazardly applied) in all too many modern performances of the music of Mozart and his 
contemporaries, but restored by Bilson and Gardiner in the present performances.” In 
Zaslaw’s edition printed below, he strictly halves all the notes marked with a stroke—as 
well as the last note in a series of tones under a slur. By stacking small dashes on top of 
each other, he indicates various degrees of emphasis; three dashes are reserved for the 
strongest beats. Zaslaw’s formulation of the early-music sound is obvious: play shorter and 
more accented. Peppered with thirty-second notes and rests, Zaslaw visually restores 
Mozartian performance practice, essentially notating the geometrist sound of early music. 
As perhaps expected, his stylized restoration also resembles a score of Stravinsky’s 
L’Histoire du soldat. Zaslaw’s early-music sound is heard in the recordings of Belgium, 
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Dutch, and English early-music groups from the 1960s into the mid-1990s. The sound 
spread beyond Europe via their highly circulated recordings and is still evident in recent 
performances by Boston Baroque (Pearlman 2000). 
 
Figure 1: Zaslaw 1988 
 
According to Laurence Dreyfus, the movement’s defamiliarization of canonic 
works with geometrist interpretations as described and notated above (fig. 1) ensured a 
collective “identity by difference” (Dreyfus 1983:319). Dreyfus went so far to propose a 
“theory of early music” (298) that not only compliments Zaslaw’s notation but, with its 
infusion of action verbs, could also serve as the movement’s mission statement:  
To inflect long melodic lines with a series of mercurial 
gestures, to defuse grandiose cadences into grammatical 
ending points, to endow dance rhythms with unexpected lilts 
and graces, and to deploy a wide variety of tonal colors in 
new ways (Dreyfus 1983:306-7).  
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Early-music devotees (performers, scholars, and audiences) easily hear Dreyfus’s 
differentiating theory of early music, and the notion that eighteenth-century instruments 
and a historically informed performance style make eighteenth-century works sound better 
is now taken for granted.  
 
Geometrically Uninformed Audiences 
But it seems that empirical studies on the reception of Baroque music in different 
instrumentations (mostly harpsichord verses piano) and styles show that, for general 
audiences, period instruments and historically informed practices contribute very little to a 
convincing performance. In Gotlieb and Konečni’s study (1985), participants indicated an 
overwhelming preference for performances of the Goldberg Variations on the piano over 
the harpsichord. Moreover, so-called Romantic interpretations of the work, whether on the 
harpsichord or piano, had according to the participants a minimal negative effect on the 
impact of the performance (93). The authors found that “whatever it is that the proponents 
of authentic instrumentation feel the harpsichord offers that the piano does not is obviously 
not perceived by the general listener” (93). Building on Gotlieb and Konečni’s work, 
Schubert and Fabian’s study-participants listened to harpsichord and piano performances 
of the Goldberg’s seventh variation and were asked to “describe the emotional character 
the performance created” (Schubert and Fabian 2005:72). In accordance with Gotleib and 
Konečni’s findings, Schubert and Fabian found that harpsichord performances were judged 
negatively, despite containing more differentiated musical character than the piano. 
Likewise, Wapnick, Keech, and Ryan’s study (2010) found that undergraduate non-music 
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and music majors, after listening to piano and harpsichord recordings of fast and slow 
Baroque music, preferred the piano at nearly a 2 to 1 ratio. The harpsichord only fared 
better than the piano (and only slightly) in the fast movements. The study participants 
indicated that instrumentation swayed their choice almost half of the time while musical 
interpretation was a factor for one quarter of the participants.  
 But perhaps performance style has more effect on the listeners than these findings 
lead us to believe. The harpsichordists featured in the studies (Landowska, Ralph 
Kirkpatrick, Gustav Leonhardt, and Davitt Moroney) are thoroughly steeped in the highly 
differentiated geometrist style of the early-music movement. In other words, hearing the 
instrument differentiated from the style is nearly impossible. When the participants indicate 
their distaste for the harpsichord, they are, of course, without realizing it, indicating their 
distaste for the early-music sound.  
 The established parameters of the studies in terms of performance style also affect 
the findings and reveal much about Landowska’s peripheral position in the movement. In 
Gotlieb and Konečni’s study (1985), Landowska’s Goldberg performance on the Pleyel 
harpsichord was identified by music experts, who were conferred with before undertaking 
the study, as a Romantic interpretation. Landowska’s performance, then, was put in the 
same category as Wilhelm Kempff’s piano recording, while Kirkpatrick’s Variations on a 
Pleyel-like instrument, with its equally frequent register changes (e.g. var. 2 and 13) and 
far more muscular playing (e.g. var. 16, 23, and 29), is identified by Gotlieb and Konečni’s 
experts as Classical (92). Perhaps when this study was conducted in the 1980s, 
Kirkpatrick’s reputation as a more authentic performer than Landowska took precedence 
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over the actual sound of his recording. None the less, in the predetermined parameters of 
Gotleib and Konečni’s study, Landowska’s perceived Romantic performance style and her 
reputation from the 1960s onward as an inauthentic overly individualistic performer 
trumped her use of a period instrument (hybrid, but at least nominally more authentic than 
the piano) and moved her out of the movement and into the company of pianists.   
Furthermore, and perhaps more importantly, the study’s findings reveal the 
importance of being historically informed in order to appreciate the geometrist sound of 
the movement. General audiences do not recognize or acknowledge the virtues of 
historically appropriate instruments and styles, because they have not been taught to 
recognize or appreciate them, as they most probably have with traditional instruments and 
interpretations.  Since the 1980s the sounds of harpsichords, lutes, vibrato-less singers, and 
unequal temperaments—and the geometrist style affiliated with these textures—have 
become a more significant part of the concert experience for general audiences but, for the 
most part, the early-music sound, as with the traditional classical-music sound, is still a 
taste acquired by experiential-educational means. For the early-music sound to be fully 
appreciated, the listeners must be informed of its geometrism, which is most often 
described and defended in historical terms. Such requisite education and advocacy brings 
acute attention to the inherent unfamiliarity of the movement’s sound, its otherness, and its 
reception, which I shall discuss later in Chapters 3 and 4 respectively devoted to othering 
and hearing early music.  
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Vitalizing Geometrist Sound 
In the same vein as Theodore Adorno’s 1950s well-known rebuke of early music 
“they say Bach, mean Telemann” (Adrono 1983 [1951]:145), Taruskin equates generalized 
notions of early-music performance practice in the 1980s, as exemplified by Dreyfus’s 
mission statement and Zaslaw’s notation above, to a prescribed “template” (Taruskin 1995 
[1986]:318), with which different types of early-music performers, regardless of the work 
or composer, must contend. According to Taruskin, “straight” players, pointing towards a 
London Baroque performance (1986), perpetuate the movement’s geometrist practices by 
staying within the template’s default settings. Their “musical minds are a well-stocked and 
well-ordered musical emporium: the customer (conductor, score, evidence) places his order 
(for a tempo, an articulation, a dynamic), and the proper item is quickly found on the shelf 
or rack, just where it was the last time” (Taruskin 1995 [1986]:317). “Crooked” players, 
citing those in Musica Antiqua Köln (1986), “conditioned … by [their] highly specific, 
unclassifiable, personal and intensely subjective imaginings,” set out to customize early-
music performances in defiance to the sound presets (Taruskin 1995 [1986]:317). 
Taruskin’s straight-crooked analogy begins to round the corners of his geometrist-vital 
dichotomy. In other words, in Taruskin’s early-music universe, crooked vitalist rebels can 
infiltrate the imperial geometrist system. After hearing violinist Andrew Manze’s 
imaginative, personalized period-instrument performance of Giuseppe Tartini’s “The 
Devil’s Sonata” (Manze 1997), Taruskin did indeed claim long-awaited victory for the 
vitalist rebellion, honoring Manze “as one of the most encouraging defiances of late-late 
romantic [geometrist] taste [he has] heard in years” (Taruskin 2009 [2006]:131). Taruskin, 
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whether conscious of it or not, implies that both geometrist and vitalist traits form the early-
music sound. 
  Reappraising Taruskin’s modernist portrayal of early music, John Butt contends 
that early music since the 1960s “cannot be understood without reference to the 
‘postmodern condition’” (Butt 2005 [2002]:126). Referring to Georgina Born’s findings 
(1995) on modernism and post-modernism in the musical avant-garde, Butt considers how 
early music, in addition to its modernist mechanistic sound, also exhibits post-modernist 
and Romantic tendencies—that multiple value systems are pervasive in the late twentieth 
century (Butt 2005 [2002]:126). For instance, the abandonment of boundaries between high 
and low music, integral to post-modernist views, is heard in the movement’s engagement 
with nationalized and localized repertoire, such as William Christie’s revival of French 
Baroque musical drama or Jordi Savall’s recordings of Catalan music (128), while the 
desire to sound music as it was in the past is linked to the nostalgia of Romanticism.  
Along similarly diverse lines, Kay Shelemay, in her ethnographic study of Boston-
area early-music performers, sees the movement “less as a bounded stream of musical 
discourse than a multi-faceted world of musical and cultural experience, [where] one finds 
a virtually unlimited array of musics and musical practices from a full range of accessible 
historical styles primarily emerging from Europe and America, but infused both in the past 
and present with many cross currents” (Shelemay 2001:11). Thomas Kelly, one of 
Shelemay’s collaborators on her study, also saw the movement in the late 1980s in flux, 
claiming “as the early music revival continues apace, definitions and boundaries of all 
types change, become indistinct, or fall away altogether" (quoted in Shelemay 2001[Kelly 
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1989:2]). In Butt’s, Shelemay’s, and Kelly’s appraisals the early-music movement 
emerges, in philosophical terms, as a multi-faceted, highly nuanced social phenomenon. I 
believe we can also hear this phenomenon. As with Taruskin’s modernist sound, post-
modernism and Romanticism constitute more than an expressed philosophical view or 
approach, but also embody a particular soundscape. 
 
Re-Sounding Early Music  
Whether or not general audiences actually recognize it, musicologists and 
performers identify within the traditional borders of the movement an early-music sound 
that is primarily geometrist but also contains significant traces of vitalism, providing the 
basic building blocks for analyzing and theorizing the early-music sound in different 
contexts, whether it is matter-of-fact or over-expressed, modern or stylized, long-phrased 
or mercurial-gestured, crooked or straight, modernist or post-modernist, a discourse or a 
cultural experience. Taruskin initially inferred the collective universality and applicability 
of the early-music sound when he hypothesized that early music’s Bach, after all, is 
Stravinsky’s Bach. By connecting the sound of early music to that of traditional music-
making, Taruskin broke the movement’s sound barrier, previously buttressed by decades 
of internally regenerative historical verisimilitude and a commercially successful rhetoric 
of authenticity. 
Despite the inherent simultaneity of geometrism and vitalism in his argument, 
though, Taruskin tends to place early-music performers and their performances in one style 
camp or the other. On the other hand, Butt’s and Shelemay’s multi-dimensional 
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philosophical frameworks have not yet been applied to specific performances. Thus, my 
aim is to construct these authors’ ruminations into a performance theory for better 
understanding the early-music sound across disciplines or affiliations. Landowska’s and 
Gould’s performances not only start to illuminate the intricacies of geometrism and 
vitalism, but also erect a more measurable unifier for the movement based on sound. Early 
music becomes a sonically identifiable phenomenon transmitted by performers of various 
training and affiliations, rather than a loosely connected politicized movement precariously 
perched on dubious historical (authenticity) and textural (period instruments) grounds.  
Drawing sonic borders rather than political-ideological or exclusively textural ones 
may seem rather unusual, but it is in fact the modus operandi for determining the character 
and grouping of most performers in terms of their musical identity. For instance, one is an 
R&B artist if one sounds like an R&B artist, not if one merely claims to be influenced by 
one. In the late 1980s, Wynton Marsalis sonically redefined jazz as a swinging blues-based 
sound (Marsalis 1988). And composers unified by a distinct method of composition, such 
as those affiliated with the Second Viennese School, are ultimately grouped and judged by 
the sound of their method. In terms of Landowska and her instrument, it is also the sound 
of her method, not her claims of authenticity that has ultimately shaped and reshaped her 
place in the movement, which warrants taking a much closer look at what constitutes that 
sound. 
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Sounding and Hearing the Metal Monster      
Taruskin’s claim—that Stravinsky learned his geometrism from Landowska in 
1907 (Taruskin 1988:167)—exposes more than a bit of irony within the early-music 
movement, since Landowska is seldom, if ever, acknowledged by members of the 
movement as a significant contributor to the development of its sound. Despite being a 
performer with strong musical ideas and a teacher of prominent harpsichordists, 
Landowska mostly plays the one-dimensional role of the eccentric harpsichord advocate. 
Few remnants of her performance aesthetic are recognized in the movement (Marchwica 
1999:446), except perhaps the liberal use of register changes (Philip 2004:209). Rather 
than a Stravinskian geometrist, Landowska is perceived as a Mengelbergian vitalist. She 
“adopted early instruments [and] played them according to the nineteenth-century 
tradition” (Melzer 1994:38) and eventually went so far as to modify her harpsichord so that 
it better aligned with her nineteenth-century performance aesthetic (Watchorn 2007:8-9).    
Landowska’s Pleyel harpsichord, unveiled during the Breslau (Wroclaw) Bach 
Festival in 1912 (Schering 2010), utilizes a sixteen-foot register, pedals for changing the 
stops on a whim, and leather plectra instead of quill—all housed within a sturdy metal 
frame (Latcham 2006:95-110).  The sound of her instrument is almost indescribable: a 
hybrid of a harpsichord, pianoforte, hammered dulcimer, and mini-Casio keyboard. Joel 
Cohen calls it the “metal monster” (Cohen 1985:25); Bruce Haynes called it a “bucket of 
bolts” (Haynes 2007:39); and the sound of this monstrosity has over time become the 
exclusive sound of Landowska, even though many keyboardists performed on similar 
instruments.  
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 To early-twentieth-century audiences, though, this instrument was considered an 
authentic harpsichord. It was not until harpsichord builders started constructing 
instruments closer to Baroque models in the mid-century that Landowska’s instrument, on 
which she performed well into the late 1950s, started to come under scrutiny. Even though 
Landowska and her instrument are not directly cited in Richard Schulze’s guide to 
harpsichord building (1954), it is hard to imagine that with the references to Chopin’s piano 
(Landowska was a Chopin advocate and owned his piano) and to the “unforgivable” 
practices of mid-movement register changes Schulze could be referring to anyone or 
anything else: 
The present-day concert instruments which we have grown 
accustomed to seeing and hearing on the concert platform 
are scarcely as well qualified to play Baroque music as was 
Chopin’s piano. In addition to the excesses of late 
eighteenth-century, most modern instruments have been 
fitted up with metal frames (which increase the rigidity of 
the case and still further encroach upon natural resonance), 
thus making it possible to exert still greater tension upon the 
strings, whose power is increased to such an extent that the 
brilliance so obtained is clued by excessively disagreeable 
high overtone sounds of the type we so deplore in the sound 
of the modern blunderbuss pianoforte. Register changes are 
mostly brought about by the action of foot pedals, which are 
of no harm in themselves (acoustically speaking), but which 
introduce the temptation (all too much capitalized upon) to 
change registration in the midst of a movement—a sin 
unforgivable in the performance of Baroque music of any 
type or nationality (Schulze 1954:38-9).  
 
 Centered more on the production and use of accurate period replicas, it is no 
surprise that early-music purists of the 1960s minimalized Landowska’s place in the 
movement. Violinist Sol Babitz warned that “the cause of authenticity will be best served 
if we do not over-praise Landowska but ap-praise her good and bad points at their true 
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worth” (Babitz 1965), while Landowska’s former student Kirkpatrick—frequently put off 
by her attitude, hybrid instrument, and performance aura—likened Landowska to a self-
absorbed early-music guru (Kirkpatrick 1985:68). Resituating Landowska to the periphery 
was part of an effort by the movement to codify itself with new signifiers, supposedly more 
authentic ones. Performing old repertoire was no longer sufficient; historically accurate 
reproductions now signified membership and, along with it, a standardized authentic 
performance style, accessorized by what Joseph Kerman recognized in the movement as 
an “attitude of mind” (Kerman 1985:210)—an attitude Taruskin and others in the 1980s 
found most egregious.   
 Landowska has recently been championed, though, by the American-born 
harpsichordist Skip Sempé, who compiled a multi-media project of performances and 
artifacts from her Temple de la Musique Ancienne in Saint-Leu-la-Fôret (Landowska 
2011).  Unusual for upcoming early-music performers steeped in the purified waters of 
1980s and 90s authenticity, Sempé, after first hearing Landowska’s Goldberg recording, 
“knew that [he] wanted to play the harpsichord, and that was how he wanted to play it” 
(Attie, Goldwater, and Pontius 1997).  For most early-music devotees though, 
Landowska’s “that” is hardly heard in the jingle-jangle sound of her Pleyel. Her 
performances on the piano, however, are more revealing.  
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Geo-Vitalizing Landowska   
I only once heard Mozart-playing that even approached the 
precision, brilliance, and delicacy of hers, and the way she 
could turn and mold the phrases and simply take you straight 
to heaven in the slow movements. 
—Ralph Kirkpatrick, Oct. 4, 1931 (Kirkpatrick 1985:69) 
 
As discussed earlier, Kirkpatrick criticized all things Landowska, especially her 
Pleyel, which he claims sounded in no uncertain geometrist terms like a “typewriter” 
(Kirkpatrick 1985:100). So perhaps it comes as no surprise that a performance on the piano, 
not the harpsichord, enlightened Kirkpatrick to her convincing mix of geometrism and 
vitalism—what I call geo-vitalism. Kirkpatrick’s above-quoted accolade to Landowska 
provides two very different but complementary perspectives for discussing the geo-vitalist 
early-music sound: (1) the precise and delicate performance of Classical music on the piano 
and (2) the interpretive animation of slow movements. Besides the use of period 
instruments, these perhaps are the movement’s two most note-worthy contributions to the 
early-music soundscape.  
Landowska and Goehr’s 1937 recording of Mozart’s Coronation concerto, which 
has periodically drawn high but brief critical acclaim (Distler 2009) merits closer attention, 
as it clearly reveals her contribution to both the geometrist and vitalist sound of the early-
music movement. In the first movement, in the opening measures of the orchestra’s 
exposition, the bass group and violas execute the repeated quarter notes as eighth notes, 
and the first violins play the initial motive with a narrow, non-regular vibrato. In the second 
key area, the strings render the eighth notes paired by slurs (m. 41) in typical early-music 
fashion—long short, long short, as prescribed by Zaslaw. And even the beat hierarchy 
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adheres to Zaslaw’s dashes: beat one typically receives emphasis, and the quarter notes on 
the second and fourth beats at the end of the lyrical phrases are gracefully released (mm. 
59-69). The tempo is steady, and the rhythm remains poised. This recording prominently 
displays early music’s geometrist performance style well before the movement became 
affiliated with it (roughly from the 1960s onward).   
Bilson and Gardner’s 1987 period-instrument performance of the same work 
provides a relevant example for comparison. As discussed above, Zaslaw, in his liner notes 
to the recording, essentially identifies and notates their performance as geometrist. And, 
indeed, it is. In the orchestra exposition, the last quarter note of the opening violin motive 
under the slur is played as a very short eighth note. The bass instrument’s supportive quarter 
notes are firmly staked, nearly sounding as dotted eighth notes. And just as in Landowska’s 
recording, the four melodic eighth notes (m. 41) paired in slurs are executed as long-short, 
long-short. The piano entrance is equally geometrist. Bilson performs the opening motive 
in a simple, non-singing manner. The repeated summiting eighth notes (last half of m. 85) 
in the motivic answer to the first four measures are equally articulated. The virtuosic 
flourish of sixteenth notes (mm. 89-94) are rendered in a highly punctuated fashion, while 
the following eighth notes are punched out with no gradation. The cadence ends loudly and 
in strict time. The perfunctory manner of Bilson’s opening makes this performance 
prototypically geometrist. 
Landowska’s opening, however, not only reveals Taruskin’s and Zaslaw’s notions 
of geometrism, but also displays traits reflective of current vitalist practices in the early-
music movement, as inferred by Butt and Shelemay. At the beginning of her opening 
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statement, Landowska plays in a geometrist fashion, hardly differentiated from what, thirty 
years later, Bilson would record and what Zaslaw would call exceptional. But near the end 
of her opening statement, Landowska exhibits vitalist tendencies. She starts to play both 
short and long.  In other words, she not only clearly etches out the intricate detail of each 
rhythmic cell (geometrism), but also preserves and makes felt the long-term orientation 
dictated by Mozart’s harmonic progression (vitalism). This is most evident when the 
orchestra moves aside and the piano’s eighth notes ascend and descend in diatonic steps 
(mm. 95-6), eventually giving way to a flourish of triplets hinged to the tonic triad (m. 98). 
In these measures, Landowska applies the stepwise eighth notes with a thick but firm brush, 
broadening them ever so slightly. The triplets are flicked off in one stroke, while the final 
cadence naturally dissipates. Over all of this intricate detail, an unrelenting but yet subtle 
diminuendo and slight rallentando blend the frenzy of changing note values and alternating 
stepwise and triadic motion into one coherent line. Landowska’s rendering is neither overly 
meticulous (geometrist) nor obsessively goal-oriented (vitalistic). Her performance is both 
poised and driven. It speaks and sings at the same time. It is geo-vitalist. 
  
Alte Musiking and Early-Musicing Landowska 
By juxtaposing the terms Alte Musik and early music, Taruskin has recently 
couched this notion of speaking and singing into historical terms (Taruskin 2011). The term 
early music, which he affiliates with Stravinsky, signifies an infatuation with the details of 
the “sounding surface,” such as timbre, texture, and articulation—all of which embody the 
geometrist early-music sound. He contrasts this approach with the term Alte Musik of 
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Schoenberg and the Second Viennese School; where a more vitalist interpretation using 
contemporary means is conjured by “digging deep below the surface—to [get to] the 
‘subcutaneous’ level, where motives lurk” (Taruskin 2011 [2009]:16). As a consequence, 
the Second Viennese School considers Alte Musik a backward extension of their present 
musical situation. Alte and neue are connected by the common heritage of musical DNA 
passed on by composers from the eighteenth century, through the nineteenth century, and 
into the twentieth, while with the notion of early music, Stravinsky and the early-music 
movement definitively detach music of the past from the present. Old is differentiated from 
new by cosmetic means. Early music, therefore, sounds different. It is unrelated. 
According to these terms, Landowska has one foot firmly placed in each camp.  She 
challenges the idea of progress in music, arguing newer music is not superior to older music 
and historically appropriate instruments significantly transform the compositional essence 
of musical works (Landowska 1924 [1909]:4-6). She, as discussed above, also clearly 
exhibits a geometrist sound in her performances, situating her within early-music ideals.  
But on the other hand (or foot), her hybrid harpsichord, which reflects a contemporary 
performance aesthetic, along with her vitalist interpretive tendencies, aligns her with the 
Second Viennese School and the ideal of underlying progress embodied in its concept of 
Alte Musik.  
Full membership for Landowska in either of these style camps, however, is 
unattainable. Her use of a so-called harpsichord or a non-modern instrument reveals to the 
Second Viennese School a blatant textural disconnection with the present. While for the 
Stravinskian early-music movement, that same instrument, its hybridity perceived as 
36 
 
 
 
inauthentic, not only too closely resembles a modern-day monster, but her tendency to free 
herself from the constraints of angular geometrism also too closely resembles the 
interpretations of a Romantic-era performer. Landowska holds a precarious place in the 
music world. Her legacy is neither truly authentic nor truly modern. Such a legacy is not 
that different from Gould’s, which we shall discuss later. 
As discussed, in terms of sound, Landowska not only foreshadows the primarily 
geometrist performances of the “modern early-music movement” in the 1980s (Meyer 
2009:248), but also exhibits the vitalist tendencies of the movement from the 1990s to the 
present day. The movement’s recent trend away from the exclusive use of period 
instruments, straight performance styles, and historically supported attitudes and toward 
traditional-performer collaborations and popular-music inferences, such as Ton 
Koopman’s collaboration with Yo-Yo Ma on neo-Romantic Bach-transcriptions (1999, 
2000), Il Giardino Armonico’s MTV-like music videos (2001), Christina Pluhar and 
L’Arpeggiata’s groove-oriented ground-bass performances (Arpeggiata), and Sting and 
lutenist Edin Karamazov’s crossover Dowland project (2006; 2007), have contributed to 
yet another internally contradicting qualifier: the post-modern early-music movement 
(Dulak 1993; Butt 2002). It is in this post-modernist atmosphere that Landowska has made 
a recent comeback, evidenced by Sempé’s compilation (Landowska 2011), Martin Elste’s 
conference on Landowska (Elste 2009) and subsequent publication (Elste 2010), and 
Martine Lapène Salanne’s book on her performances of Scarlatti (Salanne 2010). 
Landowska’s sound now more easily resonates with the less-historicized, lusher, and more 
global sound of the movement. In the post-modern early-music movement, the geo-vitalist 
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sound has been reborn, for which Landowska, a nearly forgotten early-twentieth-century 
geo-vitalist, deserves some recognition. But from whom did Landowska learn her geo-
vitalism? 
 
Kleczyński’s Geo-Vitalism 
Jean Kleczyński’s (1837-1895) writings on performance practice in his late 
nineteenth-century treatise The Works of Frederick Chopin and their Proper Interpretation 
(Kleczyński 1913 [1879]) provide one possible source for Landowska’s geo-vitalism. 
Kleczyński, one of Landowska’s early piano teachers, proposes a geo-vitalist performance 
practice for the music of Chopin that in many ways resembles the sound of Landowska’s 
Mozart performance. In his treatise, Kleczyński describes Chopin’s performance style as 
rational and emotionally balanced, in clear opposition to the practices of his time. “Chopin 
never loses the feeling of equilibrium; always refined, he feels that passion should never 
descend to the prose of realism. He suffers, he has his fits of madness, but none of those 
unbecoming convulsions” (Kleczyński 1913 [1879]:13). Perhaps taking a cue from her 
teacher, Landowska associated Chopin’s sense of equilibrium with the music of François 
Couperin, drawing a direct connection between the performance style of Baroque 
repertoire and that of Poland’s most famous pianist. “And later, in the midst of the 
Romantic epoch, we find Chopin who, like a resurrected Couperin, rejected every tonal 
violence, all pianistic din” (Landowska 1923 [1909]:44, 156). Landowska pursued a 
connection between Chopin and the music of the French Baroque keyboardists, but she 
was never able to determine if Chopin knew French harpsichord music. She did, however, 
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connect Chopin to eighteenth-century keyboardists on structural and hermeneutical 
grounds. “They are [related] in their harmonic nature, with their ramifications and 
consequences; in their rhythmical complexity; in the phrasing of the melody; in the 
ornamentation; last but not least, they are evident in the esthetics of both composers” 
(Landowska 1965 [1964]:274-5; Landowska 1931). 
In his treatise, Kleczyński’s points out misinterpretations of Chopin’s music, such 
as exaggerations in rubato and “the turning of the thought upside down” due to the 
overemphasis of weaker notes (Kleczyński 1913 [1879]:18). These traits are akin to the 
geometrist performance style of the movement, whose adherence to an unchanging pulse 
and proper beat hierarchy is often credited to Johann Joseph Quantz’s eighteenth-century 
treatise on flute performance (Quantz 2001 [1752]). Quantz’s meticulously annotated 
musical examples (169-78)—nearly eight pages of footnotes that clarify, in micro-etched 
fashion, all the weak and strong portions of the beats, that specify whether notes are to be 
played slightly longer or shorter, more dotted or straight, with a crescendo or decrescendo, 
that indicate differences in tone, ranging from light to dark with shades in between—carry 
the weight of Holy Scripture for the movement, whose members often claim to have 
revived such practices. Yet Kleczyński’s treatise indicates that geometrism of this detail, 
at least in some performance circles, remained a prevalent performance aesthetic 
throughout the nineteenth century.  
In similar fashion to Zaslaw’s notation of Mozart performance practice detailed 
above, Kleczyński’s musical examples below (fig. 2) prescribe at cadences the typical 
early-music diminuendo, paired with the consistent halving of the last note, replaced with 
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a rest (Kleczyński 1913 [1879]:50-1). In contrast to long-line phrasing, Kleczyński’s short-
line conventions etch smaller structures onto the sounding surface:   
 
 
Figure 2: Kleczyński 1913 [1879]:50-1 
 
Perhaps Kleczyński’s interpretation of Chopin’s music also sheds new light on 
Parisian music-making in the nineteenth century, where some believe Romantic long-line 
phrasing originates. Nikolaus Harnoncourt asserts that the origins of long-line phrasing lie 
at the Paris Conservatory (Harnoncourt 1988:25). Geoffrey Burgess’s findings (Burgess 
3002) on Conservatory oboe professor Gustave Vogt’s “straighter” long-line revisions in 
the 1820s of Girolamo Crescentini’s vocalises (which Vogt published in the 1860s) 
supports Harnoncourt’s assertion. Previously adorned with surface-etching (geometrist) 
messa de voce, Vogt flattens and elongates the vocalises’ phrasing by replacing early 
music’s signature micro-swell with expansive slurs (Burgess 2003:41-3), signifying a more 
vitalist performance. However, Kleczyński, who lived in Paris in the early 1860s, 
prescribes a phrasing more aligned with the cellular surface-sounding conventions 
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commonly affiliated with the geometrist performance style of the modern early-music 
movement.  
The discrepancy between notions of short- and long-line phrasing is revealed and 
ultimately rectified in Kleczyński’s treatise, however, where, after describing in great detail 
the importance of clearly etching the sounding surface, he repeatedly warns the reader of 
the trappings of a purely geometrist performance: 
Do not play by too short phrases; that is to say, Do not keep 
continually suspending the movement and lowering the tone 
on too short members of the thought; that is again to say, Do 
not spread the thought out too much… this fatigues the 
attention of the listener who is following its development 
[capitalization in original translation] (Kleczyński 1913 
[1879]:52). 
 
Immediately following this passage, Kleczyński notates an interpretation of 
Chopin’s Scherzo in B-Flat Minor, Op. 31 (Kleczyński 1913 [1879]:53-4). His 
interpretation is multi-layered, providing both geometrist indications, such as different 
degrees of accent and articulation, short-term diminuendos and breath marks (differentiated 
by commas and semi-colons, the latter is more pronounced); as well as vitalist indications, 
such as whole-phrase slurs and long-term crescendos, some of which are eight measures in 
length: 
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Figure 3: Kleczyński 1913 [1879]:53-4 
 
According to Kleczyński, Chopin believed musical interpretation “should be 
grounded upon the rules which guide vocalists, and that it should be perfected by hearing 
good singers” (Kleczyński 1913 [1879]:55). In his musical example from the last quarter 
of the nineteenth century (fig. 3), Kleczyński has notated the geo-vitalist sound of 
Chopin—what would become the sound of Landowska’s Mozart in her early twentieth-
century recording and also the sound of the post-modern early-music movement at the turn 
of the twenty-first century. Kleczyński’s treatise on Chopin, a composer unaffiliated with 
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early music, reveals how early-music sound is able to transcend the traditional borders of 
the early-music movement. 
In more ways than one, Kleczyński’s (or Chopin’s) summation of what I call geo-
vitalism, a fundamentally vocal style with a discreetly etched sounding surface, provides a 
relevant segue to Glenn Gould’s intricately voiced, intermittently self-vocalized 
performances of Bach, which also exhibit the early-music sound. By focusing on a few 
subtle, but significant musical practices in the theme or aria of his two recordings of the 
Goldberg Variations (Gould 1956 [1955]; 1982 [1981]) and, by registering changes in 
those practices, an even more contemporary and border-defying sample of geo-vitalist 
sound emerges.  
 
Early Musicing Gould (in Spite of Early Music and Gould) 
Gould’s disdain for live performance and focus on recording, his  embrace of early 
and modern repertoires instead of standard nineteenth-century piano music, his 
modifications to sound by constantly tinkering with the piano’s action in search of a “non-
legato state” (Gould 2002 [1982]:35.08) to which he unconsciously added his own voice 
(Kazdin 1989: 108-9), his hunched-over chin-at-the-keyboard posture enabled by his 
requisite customized fold-up chair (Cott 1977 [1974]:29; Kazdin 1989:104-8), and his 
intellectual, eccentric persona have made it difficult at times to define his place, as with 
Landowska’s, in the music world. His sound is immediately recognized, but hardly ever 
consciously emulated (Coelho 1992:916). And since he played early music on a non-
historic instrument well into the era of the modern early-music movement—and was 
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considered expert at it—his relationship with and to early music has been especially 
problematic in terms of his legacy, even though in broader terms much of what Gould 
stands for as a performer—and the way he goes about sounding it—aligns him with early-
music ideals and practices. 
The above list of Gould’s traits, with some tweaking, could be categorically applied 
to early music. Until recently, period instruments arguably sounded most convincing on 
recordings, through which the early-music sound was most effectively disseminated in the 
1980s and 1990s (Meyer 2009). By performing nearly forgotten repertories and 
establishing new performance practices for familiar ones, the movement, in effect, de-
emphasized the nineteenth-century symphonic canon. Period instruments, boy sopranos, 
and one-voice-per-part performances have also fundamentally changed the sound of Bach. 
Chin-off violin-playing techniques, cellos without endpins, and conductor-less period-
instrument ensembles have made music-making look entirely different, while the 
musicological rhetoric of early-music performers coupled with their indifference to 
traditional concert attire, stage etiquette, and performance spaces have contributed to a 
more intellectual and arguably eccentric concert experience. But since Gould neither plays 
a period replica nor cares much for composer’s intentions (Mantere 2012:67-73), he has 
remained well outside the movement.  
 The notion that Gould’s performances resemble those of the early-music movement 
at first seems rather dubious. Gould is not only portrayed by the movement as the antithesis 
to its sound, but Gould, as well, openly portrayed himself as such, rejecting the notion “that 
a performer should be an unobtrusive vessel though whom the score is realized as exactly 
44 
 
 
 
as possible” (Bazzana 1997:61). Gould believed the composer-oriented mode of 
performance forwarded by early music disenfranchised the performer, who ultimately must 
“have faith that he is doing, even blindly, the right thing, that he may be finding interpretive 
possibilities not wholly realized even by the composer” (Gould 1999 [1962]:194).  Gould 
thought composers and the historical traditions surrounding the performance of their works 
hindered creative interpretation, asserting rather it is the performer and listener that makes 
a musical work (Mantere 2012:89). Gould’s inner-composer, never fully recognized in 
traditional composer circles, is indeed heard loud and clear in his passionate post-modern 
attitude about performance (Mantere 2012:85-89), where the performer plays the role of 
the autonomous re-interpreter of masterworks. This attitude is perhaps most clearly 
sounded in his “unusual” interpretation of Mozart’s Piano Sonata in A-Major K331 that 
according to Victor Coelho “draws attention only to Mr. Gould’s playing, not the music” 
(Coelho 1992:918).  Such an attitude can also be detected along the borders of the 
movement, where even Landowska, most known for claiming to play Bach his way, stood 
by her prerogative to defy the composer and re-interpret its musical text, claiming that if 
Rameau were to critique one of her performances, she would answer “you gave birth to it; 
it is beautiful. But now leave me alone with it. You have nothing more to say; go away!” 
(Landowska 1965 [1964]:407).  
In spite of his stated attitude, early music and Landowska in particular constituted 
a significant part of Gould’s musical upbringing in terms of formulating his sound. As 
pointed out by Kevin Bazzana (Bazzana 1997; 2004), Gould’s influential piano teacher at 
the Toronto Conservatory, Alberto Antonio García Guerrero, was a champion of early 
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music. He owned a fortepiano, played the harpsichord, and much admired Landowska. In 
the mid-1930s, Guerrero attended a number of her classes in Saint-Leu-la-Fôret and often 
played Landowska’s recordings for his own students.  Guerrero not only introduced the 
young Gould to the music of J. S. Bach and his sons, and the English Tudor composers, 
but also to eighteenth-century treatises by Quartz and C. P. E. Bach—as well as Arnold 
Dolmetsch’s twentieth-century manual on Baroque performance practice (Bazzana 
2004:58-75). Gould indeed acknowledged, in an interview with Jonathan Cott, that he 
“knew many of Landowska’s recordings when [he] was a kid” (Cott 1977 [1974]:51). 
Thanks to Guerrero’s influence, the young Gould had developed a reputation as an 
“informed, even ‘scholarly’ performer of early music” (Bazzana 2004:65).   
 And even though Gould, in his own words, “didn’t like Landowska’s playing very 
much” (Cott 1977 [1974]:51), considering her Bach too Romantic, preferring rather the 
cleanly articulated, sparsely pedaled interpretations by pianist Rosalyn Turek (Bazzana 
2004:94), he did consciously appropriate Landowska’s sound into his own performances. 
Before a take of Bach’s G-Minor Concerto BWV1058 (Gould 1969), Gould told his 
producer Andrew Kazdin: “I’m going to play all sorts of inner voices and syncopations—
very Wanda Landowska with a touch of Modern Jazz Quartet” (quoted in Bazzana 
2004:254). And, certainly, much Wanda Landowska blended with the stylings of MJQ is 
heard in the first movement. Each note is individually articulated in a pointed, reeling-out 
sewing-machine style, manifesting a prickly, self-perpetuating composite groove. The top 
notes of the wide-interval skips are heavily accented; the syncopations leap out of the 
underlying texture. Despite Bach’s technical challenges, Gould and the orchestra keep 
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cool, maintaining the tempo even while trading contrasting motives. The connections are 
seamless. The sixteenth notes swing ever so slightly. The whole thing moves with a 
relentless yet contemplative fluidity. Gould’s performance is geo-vitalist, a sound that, in 
fact, he eventually identified as his own. At the end of his life, he described his 1955 
Goldberg using similar terminology: as “quirky, spikey,” and accented, giving the 
performance “a certain buoyancy” (Gould 2002 [1982]3.56). These descriptors are not 
unlike those prescribed by Kirkpatrick in the preface of his 1938 Variations edition (with 
which Gould was very familiar), where he explains that a movement can be explained in 
terms of “springing, falling, or bouncing” (Kirkpatrick 1938 [1934]:xxii). Early musicing 
Gould’s two Goldberg recordings sheds new light on Gould’s geo-vitalist sound and bring 
us one step closer to understanding how or why Gould’s (and other early-music) 
performances captivate listeners. 
 
Gould’s Variations 
 
I was twenty-two years old and proposed doing my 
recording debut with the Goldberg Variations, which was 
supposed to be the private preserve, of, perhaps, Wanda 
Landowska or someone of that generation and stature. 
—Glenn Gould (Gould 1999 [1981]:342). 
 
Gould was well aware of Landowska’s legacy when he proposed to record his own 
Variations, as was his record company.  It took some effort on the young Gould’s part to 
convince Columbia that a work often reserved for more established performers would 
sell—not to mention that in the mid-1950s playing and hearing Bach on a harpsichord was 
becoming more prevalent. Gould was right, of course. His Goldberg record sold extremely 
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well. The sound of Gould turned out to be as tantalizingly revolutionary as the sound of 
the harpsichord. 
Gould’s debut recording received critical acclaim from prominent members of the 
1950s Classical music establishment, such as Leonard Bernstein, Lukas Foss, Herbert von 
Karajan, Leopold Stokowski, and even Landowska (Bazzana 2004:155,156n), while 
Columbia’s custom-tailored promotion made Gould an instant celebrity with general 
audiences. Life magazine, dubbing him the “Music World’s Young Wonder” (Life 
1956:105), published tabloid-like photographs (with sensationalist descriptions) of Gould 
walking on the streets of New York City with his piano-chair in hand, ruminating with 
recording technicians, and fervently conducting and singing while playing.  Not only 
flaunting Gould’s “astonishing pianistic talent, [but also] some [of his] earnest 
eccentricities” (Life 1956:105), the promotion shaped him into a “new, ‘cool’ breed of 
classical musician, a corollary of cerebral bebop and cool-jazz artists like Chet Baker and 
Miles Davis” (Bazzana 2004:156).  
The sound of Gould’s Goldberg is equally dynamic, described by Bazzana as “vital 
[and] thoughtful, a marriage of dazzle and erudition” (Bazzana 2004:155). In lieu of 
thoughtful or erudite, Bazzana could have easily substituted geometrist. As discussed 
above, Gould, when comparing his 1955 recording to the one he recorded in 1981, also 
heard geo-vitalist traits (Gould 2002 [1982]3.56). But for the older Gould, the 1955 
recording still felt too vital, not thoughtful enough (Gould 2002 [1982]), motivating him to 
record the Variations again. And if one closely listens to the sound of the Aria in his 1955 
recording and how it changed in the 1981 version, there is reason to believe that Gould not 
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only significantly contributed in a variety of ways to the early-music sound, but also was 
influenced by it, even if Gould himself would have most probably denied it. 
 
Gould’s Arias  
[The aria] suggests nothing of the urgent longing for 
fulfillment which is implicit in the traditionally terse entry 
of the chaconne statement; rather it volubly covers so much 
harmonic territory that, with the exception of the three 
minor-key variations (15, 21, 25) where it is made 
subservient to the chromatic wont of the minor tonality, there 
is no necessity for its offspring to explore, to realize and 
intensify its constructive elements. 
—Glenn Gould (Gould 1956) 
 
Despite its simple ground-bass lineage, Gould revered Bach’s aria, describing it as 
a “singularly self-sufficient little air which seems to shun patriarchal demeanor” (Gould 
1956), thus validating a closer look at how he performed these thirty-two bars. By focusing 
on a few small yet significant details in the two performances recorded nearly thirty years 
apart, a great deal can be gleaned from Gould’s geo-vitalist or early-music sound and how 
it changed in the midst of the modern early-music era. 
The main reason for Gould re-recording the Variations was that he had developed 
through the years a theory, or what he called a “speculative premise” (Gould 2002 
[1982]6.48), about playing music slowly. He felt harmonically or contrapuntally 
compelling music should be played more deliberately (Gould 2002 [1982]:6.58). 
Accordingly, Gould often played music that he believed lacked contrapuntal or harmonic 
complexity as fast as possible (as if he wanted to just get it over with). His complete 
recordings of the piano sonatas by Mozart (Gould 1994 [1965-1974]), a composer for 
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which he openly expressed “ambivalent feelings” (Gould 2002 [1982]:5.50), is a 
representative example. Gould’s performance of the C-Major Sonata K330 (Gould 1994 
[1965-1974]) was once described by Tim Page “as going like a proverbial bat out of hell” 
(Gould 2002 [1982]:6.36). Gould’s ambivalence to works that he perceived as having 
overly predictable harmonic modulations, such as the C-Major sonata, required what he 
called a certain “modulatory distance.” In other words, the music did not require rhythmic 
modulation or inflection on his part (Bazzana 1997:175). Indeed, Bazzana, in his 
comprehensive study on Gould’s performance practice points out that “tonal structure was 
for [Gould] the most important factor in determining the profile of a piece, and rhythmic 
inflection was his most important means of communicating that profile” (Bazzana 
1997:175).  
In accordance with his slow theory, Gould felt in the early 80s that his 1955 
recording was too perfunctory, too fast, the harmonically compelling bits were not savored 
enough. Hence, Gould’s 1981 aria goes significantly slower, at nearly a 2:3 ratio, which 
might signal to listeners the inevitable unfolding of a more vitalist performance. But despite 
lingering on the dominant material in mm. 13-16 and slowing m. 25 to the end by reigning 
in the episode’s lead-in bass line, Gould’s performance of the aria lacks the acute harmonic 
attentions often affiliated with a vitalist interpretation, such as pronounced rhythmic 
placements during structurally prominent harmonic moments or fluctuating the tempo ever 
so slightly over a particularly provocative harmony. Admittedly, it is difficult to use 
slowness as a marker of harmonic significance if one is already moving very slowly.  
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A closer look at the multi-faceted role of the last six measures of the aria provides 
some insight into the geometrist-vitalist conundrum revealed in Gould’s 1981 
performance. From m. 25 to the end, by way of a string of twisting sixteenth notes 
juxtaposed over an eighth-note walking bass line, Bach gradually closes the aria in the 
requisite G major while at the same time foreshadowing upcoming events. These six 
measures constitute a significant moment in the Variations.   In this twice rhythmically 
subdivided closing episode, the performer must project the forthcoming rhythmically 
subdivided possibilities of the underlying harmonic structure without ignoring the already 
prevalent lyricism of the aria. Francis Tovey most eloquently recognized the multi-layered 
profundity of the aria’s last few measures well before Gould penned his epigraph:  
As the Aria gathers up its rhythms into the broad passage of 
steady semiquavers with which it ends, we realize that 
beneath its slight exterior the great qualities of the variations 
lie concealed, but living and awake (Tovey 2002 [1900]:37). 
 
Landowska also noticed the exceptionality of these final measures, where the “evenly 
swaying sixteenth notes bring the theme to a close and pursue their course in the first 
variation” (Landowska 1965 [1964]:215). 
These closing measures function as a tantalizing bridge between what is considered 
to be old and what is perceived to be new, thus posing a unique challenge to the performer 
rendering them.  Gould’s 1981 performance of the final measures is curiously unreflective 
of both the old and the new. His sixteenth notes plod along undifferentiated. Rather than a 
fluid melismatic voice built on an extended walking bass line on which thirty exploratory 
variations will be soon be extrapolated, his performance sounds detached, reflective of 
neither the present lyricism nor the forthcoming virtuosity. Gould’s performance also lacks 
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signature geometrist traits. It rarely breaks into dance, never revealing rhythmical 
cellularity. If we use Taruskin’s terms, the sounding surface (the domain typically worked 
by geometrist performers) in Gould’s performance turns out to be as equally monotonous 
as its vitalist “subcutaneous level,” where internal motives, dictated by the harmonic 
progression, lurk (Taruskin 2011 [2009]:16). In terms of Gould’s self-proclaimed theory 
of carefully deliberating over compelling music, the aria does not sound slow enough, even 
though he performs it as thus.   
Conversely, the very same measures in his 1955 recording are rendered in a much 
different geo-vitalist fashion.  Four measures from the end, the young Gould, in his faster 
tempo, lingers ever so slightly on the setup to the dominant G-major chord before he 
determinedly moves on through the thread, only to rest slightly again on the top A of the 
dominant chord in the penultimate measure, which allows him to play through the final 
measure of adorned tonic with only a touch of ritardando before securely knotting the 
sixteenth-note thread with a final 7-8 suspension. Moreover, vitalist harmonic attentions 
are also evident throughout this performance, as in m. 12, where the eighth-note anacrusis 
to the following dominant measure sits up ever so slightly before closing the first half of 
the aria. Gould also discreetly etches the sounding surface in geometrist fashion. Thanks 
to the tempo, the opening two-measure motive is easily articulated in one gesture, while 
the ornament in m. 4 ever so slightly dances before it elegantly pliés on the accent steigend 
in the last half of the measure. They may be small, but there are tell-tale signs of balanced 
geo-vitalism, signs of the early-music sound, in Gould’s 1955 recording of the aria. And if 
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we look even a little more closely at Gould’s two vastly different tempos, further signs of 
the early-music sound emerge. 
 
Gould’s Early-Music Tempos   
Gould’s infatuation with tempo relationships, which he claims to fully realize in his 
1981 performance (Gould 2002 [1982]:15.00), further aligns him with the early-music 
sound. In hope of finding and reviving what Fritz Rothschild called a lost Bachian tradition 
(Rothschild 1953), the application of sixteenth-century tempo proportions to eighteenth-
century music by the early-music movement, coupled with its practice of determining and 
realizing a tempo ordinario, an across-the-board bench-mark speed that time signatures 
indicate and tempo words modify (Marshall 1996), have reconfigured many of Bach’s 
tempos. Whether or not these practices have yielded something lost or invented something 
entirely new, they have, none the less, opened doors for a new early-music sound. Results 
are all over the spectrum: the speed of the first movement of Musica Antiqua Köln’s 
Brandenburg Concerto No. 3 (Goebel 1987) goes “like a bat out of hell,” if I may borrow 
Tim Page’s expression. The performance sounds as no Brandenburg has ever sounded, 
while, conversely, performances closely adhering to Bach’s tempo ordinario can 
sometimes feel as if the bat never took flight. The search for lost tempo traditions has also 
been applied to Mozart’s music. Jeanne-Pierre Marty’s reference book to Mozart tempos 
(Marty 1989), for instance, guides its readers through systematic speed relationships 
between tempo words and time signatures. 
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Along similar lines, Gould claimed his Variations were based on one systematic 
pulse, “one constant rhythmic reference point” (Gould 2002 [1982]:15.00), which could be 
divided and multiplied and then applied to different movements or sections of variations. 
The origins of his system most probably lie in Kirkpatrick’s detailed 1934 preface to 
Schirmer’s 1938 edition of the Variations (Kirkpatrick 1938 [1934]), where Kirkpatrick 
advocates for a systematic approach to Bach’s tempos. Gould was well aware of 
Kirkpatrick’s edition in his formative years (Bazzana 1997:174-5), arguably the first 
scholarly edition of the work. In his interview with Tim Page, Gould details his method not 
only within the two sections of variation 16 (French overture), but also in relation to 
variations 17 and 18, multiplying and parsing the beats to explain his different speeds.   
Sonic remnants of his basic pulse system, on a motivic level, are also detected in 
the aria and first four variations, for it sounds as if the individual movements within this 
grouping share a common rhythmic denominator: the previously discussed thirty-
second/sixteenth-note dance-like embellishment in the fourth measure of the aria. Based 
on the order of his initial takes in the 1955 recording session (Gould 2002 [1955]), Gould 
thought of these first five movements as one group. In the session, he recorded the first five 
movements (including the aria) right after each other, nearly one take per movement, 
claiming that they constituted the first grouping, with the fourth variation functioning as 
the “marvelous climax” (Gould 2002 [1955]:6.42). In the first variation of his 1981 
recording, the aria’s dance-like motive transforms into the two-sixteenth note-eight note 
figure on the first beat of the first measure. The sixteenth notes take up the motive’s tempo 
in the second variation. Even though the same motive is performed slightly fast in the 
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compound meter of the third variation, the motive appears once again in the fourth variation 
its earlier tempo in the fourth variation to close the group.  
In his 1938 edition of the Variations, Kirkpatrick argues a similar notion within the 
scope of a single movement, in order to preserve the integrity of the music:   
All harmonic and melodic detail is arranged in such a 
symmetrical relation to the whole phrase or movement that 
the music structure can often be distorted by rhythmical 
fluctuations (Kirkpatrick 1938 [1934]:xxiii).  
 
Later on in his preface, Kirkpatrick implies that a system of tempo relationships could also 
be applied to movements within one larger work, claiming that a “real feeling” for tempo 
is achieved by sensing the “rhythmical relationships of each part to the whole.” 
(Kirkpatrick 1938 [1934]:xxiv).  
Similarly, Gould has essentially connected the first group by maintaining the 
rhythmic relationship between the aria’s motive and its reappearances in the following 
three variations. The tempo, however, of his common denominator, the dance-like 
ornament in measure four, leaves him very little choice but to render the aria rather slow. 
Whether conscious or not, such an approach in 1981 makes an entirely different Bach 
sound, analogous with early music’s attempts to refashion Bach’s sound by means of 
historical proportions and tempos. Here, Gould’s intentions align him with the geometrist 
aims of the movement, even if he does not end up making an early-music sound.  
 
Goulding Early Music 
But perhaps he does make an early-music sound, or perhaps early music sounds 
like Gould. Landowska’s (1933) and Kirkpatrick’s (1956) paces are very close to Gould’s 
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1955 tempo, while an overwhelming majority of performances of the aria on the 
harpsichord after the 1950s are on the slow side. Leonhardt’s 1955 recording lags slightly 
behind its modern harpsichord successors, such as Pierre Hantai’s (2003) and Egarr’s 
(2006), and Ton Koopman’s recording (1996 [1988]) leads the pack or, rather, leads from 
behind the pack; it is nearly as slow as Gould’s 1981 recording. A brief survey of the 
Variations’ editions and their handling of aria’s tempo partly explains the collective 
slowing of early-music performances throughout the last half of the twentieth century.  
Only a few editions of the Variations were readily available to keyboardists in the 
last half of the nineteenth century: an edition by Peters with Carl Czerny as editor (1850; 
re-engraved in 1898, but the same text), C. F. Becker’s score published by the Bach- 
Gesellschaft in 1853, and Han Bischoff’s edition (1883), as part of his edition of Bach’s 
keyboard works. In the first half of the twentieth century, Peters published a new edition 
(1937) with Kurt Soldan as editor, Schirmer published Kirkpatrick’s clean scholarly edition 
(1938 [1934]) with its extensive preface addressing performance practice, and Kalmus 
reprinted Hans Bischoff’s score in 1947. In the original Balthasar Schimd print of 1742, 
the aria does not have a tempo indicator, so one might presume the lack of a tempo word 
prescribes a 3/4 metered tempo ordinario. According to Marshall’s findings on Bach’s 
tempo ordinario (Marshall 1996), this would give the aria a metronome marking of about 
69 beats per minute or even slightly faster, which is nearly the same tempo that Czerny’s 
(1850; 1898) and Bischoff’s (1947) editions provide for the performer, quarter note=72. 
Incidentally, both editions add Andante Espressivo to the aria, which perhaps explains 
Gould’s andante-like moving rendition of the last six measures of his 1955 recording. In 
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fact, Kirkpatrick in his preface encouraged players to “sing the rhythm of the first eight 
bars against the last eight” to established “rhythmic equilibrium” and “vitalize” the 
movement (Kirkpatrick 1938 [1934]:xxv). Kirkpatrick’s geo-vitalist talk reiterates 
Kleczyński’s geo-vitalism of fifty years before, while he foreshadows Taruskin’s paradigm 
nearly the same number of years later.  
Even though Kirkpatrick does not provide a speed on the aria itself, he does 
recommend in his 1934 preface two different tempos for each movement. For the aria he 
indicates quarter note=62 and 56 (Kirkpatrick 1938 [1934]:xxvi). It is not clear why he 
gives two recommendations, but his explanation in the footnote indicates that he “strongly 
repudiates some of the earlier tempi” (Kirkpatrick 1938[1934]:xxvi), which he compiled 
eighteen months before publication. Kirkpatrick usually reserves such derogatory language 
for Landowska, so perhaps the earlier tempos are those he acquired from her in St. Leu-le-
Fôret.  But, in the case of the aria, Landowska goes at the slower speed in her 1933 
recording, which presumably would have been before Patrick determined his 1934 
markings. Perhaps this is another rare case, such as with her Mozart performances, that 
Landowska musically influenced Kirkpatrick. And, indeed, Kirkpatrick in his 1957 
recording performs it at the slower of the two tempos. 
Perhaps it is no accident, then, that Gould’s 1955 performance moves rather 
quickly, around 70 beats per minute. Gould joins a distinctive group of performers in the 
first half of the century who perform the aria between 57-70 beats per minute. The only   
exception is Rosalyn Turek’s 1947 performance, which goes quite slowly, just under 50 
beats per minute. It seems that the faster tempo of the aria, prescribed by Czerny, Bischoff, 
57 
 
 
 
and to some extent Kirkpatrick, remained in the hands and ears of the young Gould, long 
after many editions had removed it from the page. As urtext editions, such as Christoph 
Wolff’s for the Neue Bach Ausgabe (Wolf 1977),  were widely disseminated in the last half 
of the twentieth century, Czerny’s, Kirkpatrick’s, and Bischoff’s recommended speeds lost 
influence, exemplified by the prevalence of slower performances on the harpsichord by 
members of the modern early-music movement. Overtime, the aria became a slow song. 
By the time Gould recorded it at the end of his life, he was not only free of the andante 
tempo on paper, but also free of it in his hands and ears. Thus, he stretched the aria to nearly 
unfathomable temporal lengths. But even though Gould’s two tempos are entirely different, 
they both exhibit an early-music sound: the first recording of the aria aligns him with 
Landowska’s and Kirkpatrick’s performances in the first half of the century, while the 
second resonates with or perhaps even inspired the slower practices of the modern early-
music movement in the 1980s and afterward.    
 
Transparent Movement 
Gould’s comments in 1981 about his Goldberg recordings support his early-music 
membership. In 1982 Gould thought his 1955 recording was too pianistic (Gould 2002 
[1981]:8.04), that his recent recording, rather, was more illuminative, deliberate, “stark and 
spare, emotionally” (Gould 2002 [1981]:29.41).  Gould’s view of his later recording, and 
the language used to express it, aligns him once again with the objective ideals and 
geometrist sound proliferated by members of the movement at that time, who claimed to 
ignore the entire Romantic tradition in hope of achieving a more transparent, more 
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illuminative performance. Early music’s efforts to achieve sonic transparency connects 
Landowska and Gould once again and brings us back to where we began this chapter, with 
the thorny business of defining the borders of the movement. “Transparent,” in fact, might 
actually be a better descriptor for drawing borders, since it signifies an actual sound rather 
than an unprovable claim (authentic), a relativity-dependent genre (early music), or a 
supposedly enlightened state (historically informed).  But what does this transparency 
sound like? Gould’s well-known ability to illuminate the inner voices of Bach’s 
counterpoint on the piano is a representative example of early music’s transparency, most 
notably pointed out by Taruskin in his review of Gould and Leonard Rose’s performance 
of Bach’s gamba sonatas (Taruskin 1995 [1987]:303-4); and by Edward Said in his ode to 
Gould’s “contrapuntal vision” (Said 2008 [1983]). 
As discussed above, Gould not only learned his early-music sound from Guerrero, 
his first teacher, but perhaps was made aware of the importance of crafting finely etched 
inner-voices from Kirkpatrick, who most probably learned it from Landowska. In his 
preface, Kirkpatrick advocates for a micro-macro approach to Bach’s phrases, the tell-tale 
signs of a geo-vitalist performance that entails a long-short,  crooked-straight approach to 
music making, as discussed at the beginning of this chapter in relation to Landowska’s 
performance. Kirkpatrick asserts: 
In the music of Bach, which is formally so highly organized, 
these relationships are particularly subtle and complicated. 
We must know how and where to divide and connect the 
notes into groups, and where and how these small groups are 
contained in larger groups… as well as which are the notes 
of harmonic importance and those of importance in the main 
melodic and harmonic progressions of sections and of the 
whole piece (Kirkpatrick 1938 [1934]:xx-xxi). 
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Kirkpatrick also clearly notates this concept in his preface. In his example from variation 
5, printed below (fig. 4), he breaks down m. 13 into five different levels of harmonic and 
motivic relations, each one illuminates a particular element of the Bach’s texture. 
Essentially, Kirkpatrick notates transparency: 
 
Figure 4: Kirkpatrick 1938 [1934]:xxii 
 
Such transparency is heard throughout all of Gould’s recordings of Bach, but 
perhaps most relevant to this chapter is his geo-vitalist etching of mm. 7-8 in the aria of his 
1981 recording, where the tenor line creeps almost undetected from underneath the 
flippant, flamboyant soprano line, guiding the listener back to G-major, only to dissipate 
in the very last bits of the second beat, as the sense of tonic fully settles on the resolution 
of the 7-8 suspension. Gould’s manner of executing inner voices is early music’s 
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transparency and is yet another example of how he has both contributed to and has been 
influenced by the early-music sound.   
 
Landowska and Gould’s Movement 
The great precision required to strike the keys at the 
harpsichord is sometimes misconstrued for staccato touch. 
This error also stems from the sharpness of tone that plucked 
strings produce and from the elasticity of my bouncy touch, 
with its precise and neat outlines. I use perfect legato, 
however, as harpsichord touch requires.  
—Wanda Landowska (1965 [1964]:375) 
 
The primary tonal concept of Bach… is the idea anyway that 
a non-legato state, a non-legato relationship, pointillistic 
relationship between two consecutive notes is the norm, not 
the exception, that the legato link, indeed, is the exception.  
—Glenn Gould (Gould 2002 [1981]:35.08, 4.10) 
 
  In the above accounts, Landowska and Gould describe their early-music sounds 
with contradictory descriptors. Due to Gould’s more distant proximity to the movement, it 
is perhaps surprising that Gould’s description of early-music performance practice, rather 
than Landowska’s, more easily resonates with the geometrist tendencies of the 1980s early-
music movement. But, in their statements, it is their points of departure, not their actual 
sounds that differentiate their vocabulary: Gould’s instrument needs shortening while 
Landowska’s requires lengthening. But as discussed above, when both performers are 
heard on the piano, their own polarizing descriptions begin to meld into one geo-vitalist 
sound, an early-music sound. Perhaps, then, it is only appropriate that once again 
Kirkpatrick synthesizes Landowska’s and Gould’s approaches to the early music, asserting 
in no uncertain geo-vitalist terms that the “distribution of legato and staccato must balance 
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through the whole [of Bach’s] counterpoint, like the distribution  of black and white in a 
well-made woodcut” (Kirkpatrick 1938 [1934]:xxiii).  Landowska and Gould may seem 
quite different in terms of instrumentation and affiliation but, as shown in various ways 
throughout this chapter, when it comes to producing the early-music sound, they are cut 
from the same block of wood.  
I believe sonic investigations, such as the one embarked upon here, tell much about 
the movement, much that perhaps early music has been privy to all along, but has remained 
hesitant to divulge. The movement, however, has become more openly self-reflective 
lately. Taruskin’s and Dreyfus’s critique of the movement in the 1980s set into motion a 
new early-music consciousness that has been critically refurbished in the twenty-first 
century into a more inclusive conglomerate, as detailed by Peter Walls (2003), Butt (2005 
[2002; 2006; 2012), Shelemay (2001; 2012), and others.  
The sound of this inclusivity is evident in Eitan Ornoy’s investigation of what he 
calls the gap between theory and practice in early-music performance (Ornoy 2006). In his 
study, Ornoy examines “the correspondence between scholars’ theoretical findings and 
their actual performance” (Ornoy 2006:234). Using various performance parameters, 
Ornoy finds a long-standing sonic inclusivity among early-music performers. Instead of 
remaining up to date with recent findings on performance practice, his findings show that 
most early-music performers in their performances “cling to traditional conventions while 
almost ignoring more recent, ‘sceptical’ statements” (Ornoy 2006:233), concluding that 
“shared elements of practice of performance by both [early-music and traditional] groups, 
suggest not only the existence of mutual influences, but also the existence of shared 
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canonical authorities” (Ornoy 2006:243). Apparently, in spite its advocacy for period-
instrument performance, adherence to historical sources, and exclusive rhetoric of 
authenticity, early music’s sonic borders were open all along.  
Gould and Landowska are members of Ornoy’s early-music canonical authority. 
They are significant contributors to the early-music sound, and their performances not only 
resonate with the movement’s beginnings, but also its current state. The early-music sound 
is the movement’s unifier. It is what the engineer records, what the promoter sells, and 
what the listener hears. In these terms, early music is a viable performance movement, a 
sonically organized phenomenon of differentiation with borders constantly shaped and 
reshaped by all types of performers—and it is this collective sense of sonic Otherness to 
which the next chapter is devoted. 
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CHAPTER 3  
OTHERING EARLY MUSIC: WANDA, GOULD, STING 
 
“A Rich Variety of ‘Authentic’ Exotic Instruments” 
 
One cannot help but notice the exotic creature prancing on the cover of the CD box 
of Ensemble Unicorn’s period-instrument recording (fig. 5), for which its extended caption 
in an ad in Early Music America boasts “the unusual shapes and sizes of the instruments 
and the sounds they produce set Ensemble Unicorn’s style apart from that of most other 
early music ensembles” (Naxos 2013). And perhaps the unicorn is an appropriate mascot 
for the early-music movement on the whole. Reconstructed as a single-horned modern-day 
Figure 5: Naxos 2013 
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white horse, the unicorn not only reflects present and past aesthetics in terms of its 
appearance, but also in behavior, as it prances, whinnies, and blusters just like a child’s 
hobby-horse. The unicorn signifies rejuvenating purity and grace. It purifies water and 
heals the sick—and can only be captured by an equally pure virgin. In other words, the 
unicorn is an Othered horse most available to those that embrace its authentic qualities. 
Such an analogy makes Naxos’s description of Ensemble Unicorn’s recording as “a rich 
variety of ‘authentic’ exotic instruments” (Naxos 2013) highly apropos, as notions of 
authenticity and exoticism coalesce in early music, where performers and audiences forge 
an Other Performance of differentiated and differentiating sounds, all in hope, as we shall 
see, of being musically rejuvenated. 
Making and hearing early music as Other music is not new, but discussing it 
critically is, which is what I do in this chapter. The first section briefly chronicles early 
music from the nineteenth century to the present as a type of exotic performance. In the 
second section, I look more closely at the exotic nature of early-music performance by 
focusing on Wanda Landowska’s recording of Bach’s Chromatic Fantasy, Glenn Gould’s 
video of Bach’s E-Major Fugue from the Well-Tempered Clavier (BWV 854), and Sting’s 
2006 performances of Dowland’s lute songs. In the third section, I apply views of exoticism 
developed and articulated by cultural theorists to the Other Performance of the movement 
and the reception of it. Last, I apply those theories to four case studies in terms of 
instrumentation, style, assimilation, and attitude. But first, let’s take a look at exoticism in 
the late nineteenth century. 
 
65 
 
 
 
I.  Chronicling Early (Other) Music 
 Embracing, Depicting, and Writing the Exotic  
Exoticism is ... the keen and immediate perception of an 
eternal incomprehensibility. [It] is the forceful and curious 
reaction to a shock felt by someone of strong individuality 
in response to some object whose distance from oneself he 
alone can perceive and savor.  
—Victor Segalen (Segalen 2002 [1908-1914]:21).  
 
In his definition of exoticism, self-proclaimed exoticist Victor Segalen (1878-1919) 
not only emphasizes the immediate and highly charged reaction of the exot to his or her 
exotica, but also the sense of distance metaphorically traveled, as the exot strives to 
perceive the eternally incompressible. Segalen is critically encapsulating a trend in Europe 
that, by the turn of the twentieth century, had thoroughly captured the continent’s 
imagination. This photograph (fig. 6) of an African woman and a Parisian gentleman 
Figure 6: Garen 1989:117 
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mutually lighting their cigarettes at the Colonial Exhibit in the 1889 World’s Fair makes 
plain Segalen’s description of the reciprocal relationship between the exotic object and the 
one perceiving it as such. One can imagine what was going through the Parisian’s head 
when he spotted the topless African woman in front of a grass hut pitched at the portico of 
a Persian palace in the center of Paris. Surely giving into his sense of eternal 
incomprehensibility, the gentleman must have offered her a cigarette. As they leaned in to 
each other to take a drag, the opportunist photographer captured not only what feels very 
wrong about exoticism in the wake of colonial imperialism, but also an ordinary mental 
process of engaging with objects, peoples, and notions of considerable yet perceivable 
temporal and geographical distance, what literary theorist Ron Shapiro sees as the “sense 
of alterity” (Shapiro 2000:42). Segalen was attempting to come to terms with this sense, 
ultimately advocating for it as a positively transformative and essential state of being, 
which I shall expand upon later.   
The critical engagement with exoticism and/or Orientalism as a compositional 
element rather than a performative one (the eventual focus of this chapter) has been notably 
explored by literary critic Edward Said (1978; 1993), musicologists Ralph Locke (2015; 
2010 [2009]) and Nasser Al-Taee (2010), art critic Benjamin Genocchio (2010), 
anthropologist Paul van der Grijp (2009), and cultural theorist Deborah Root (1998). Most 
critiques of exoticism, even during Segalen’s era, address exoticism in Imperialist-Colonial 
terms, as an act of appropriation and re-contextualization, where even the exot, through 
such processes, is transformed by it.  
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The Parisian dame in Alphonse Mucha’s poster (fig. 7) for the 1904 Exposition 
Universelle, held in the New World, exemplifies such reciprocal transformation. Here, the 
European (metaphorically Europe) signifies her claim on the Other by holding the hand  
of a star-spangled Native American (the New World). She proudly drapes him over her 
shoulders as if he was a shawl recently acquired from an ethnic market. Through her 
embrace with and ultimate appropriation of the native, she acquires a new identity, a new 
authenticity, of sorts. The woman’s confident posture and expression signifies 
enlightenment, rejuvenation, and ownership, while the native is (re)cast as a sultry, 
seemingly sexualized modernized Other at ease in a new upscale urban environment. 
Mucha further emphasizes the vast yet expansible distance traveled by and between these 
Figure 7:  Mucha 1904 
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two individuals (or states of being) by foregrounding the pale-skinned dame directly 
against the dark-skinned native’s feathered headgear. Yet despite the striking juxtaposition, 
they are indeed in a consensual embrace. She gently cups his hand in hers and the native 
envelops his entire body around her while gazing toward her torso, seemingly completing 
a circle of intimacy. The text printed on the poster reinforces the comprehensible 
incomprehensibility signified by Mucha’s allegorical image, assuring its reader that travel 
to St. Louis only requires seven days by boat and train (“6 jours de steamer et 1 jour de 
chemin de fer”). In other words, St. Louis (with all of its Otherness) is far away enough 
from Paris but not too far: a tantalizing distance for embracing alterity.   
Along similar lines, in his cynical criticism on the popularity of orientalism in the 
Art Nouveau, Oscar Wilde described exoticism as a style fully detached from its original 
context, so much so that the original, in the mind of the exot, no longer existed:  
The whole of Japan is a pure invention. There is no such 
country, there are no such people … the Japanese people are 
simply a mode of style, an exquisite fancy of art (Wilde 1986 
[1899]:82).  
 
All three of these examples—the photograph from the 1889 World’s Fair, Mucha’s 
poster for the 1904 Exposition, and Wilde’s 1899 quip on Orientalism—aptly demonstrate 
that “exotic is never at home: its very exoticism is derived from the fact that it has been 
detached from one context and inserted in another” (Mason 1998:148). Simultaneously 
“intrigued by [exoticism’s] charms and repudiated in the effort to grasp [them]” (Mason 
1998:162), Europeans at the turn of the twentieth century were not only enamored with 
such a notion of eternal incomprehensibility but, through the inherent appropriation 
process, they also ultimately embraced the Other as a style of their own.  
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Furthermore, Wilde’s cynical notion of Japan as a European mode of style, an 
exquisite fancy of art, hints at the emergence of more critical views of exoticism that see 
the Other as a Western construct. Wilde foreshadows, for instance, Edward Said’s ground-
breaking criticism of Orientalism (1978), which framed it as an imperialist act of the West 
appropriating, reformulating, and, thus, denigrating the East. Wilde’s comments also reveal 
the commercial possibilities for constructing and consuming a globalized Otherness, 
exemplified, for instance, by the emergence in the 1980s of so-called world music. And 
indeed there are many parallels between world music and early music in terms of exoticism 
that we shall explore later. But first let us return to the turn of the twentieth century and 
take a closer look at the performance of early music in terms of its Otherness.  
 
Early Music as Exotic Music 
As with exoticism in art and literature, performances of pre-nineteenth-century also 
evoked what Wilde called the exquisite fancy of art, as early-music performers exhibited 
new ways of making old music. Eighteenth-century keyboard pieces performed on the 
recently revived harpsichord, for example, were not only perceived as exotic but, as with 
the Parisian gentleman’s African, Mucha’s Native American, or Wilde’s Japan, were also 
lifted from their original context and refashioned. Early-music performance was so new 
that audiences sometimes perceived it as cold, heady, and unemotional (Ellis 2005:n43), 
revealing in aesthetic terms the uncomfortable yet still provocative sonic distance between 
the exot and the music exoticized. For instance, one nineteenth-century reviewer (most 
probably Charles Bannelier) claimed  in 1873 that the “anti-tonal” harmonies in choral 
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works by Emilio de’ Cavalieri “gave the music a strange savour” (Ellis 1995:60), while as 
early as 1860 Hector Berlioz expressed relief over hearing old music, exclaiming “at least 
we have something new!” (Ellis 1995:59). The enthusiasm for unearthing exotica by 
unknown or secondary composers was generally well received, perhaps due to the lack of 
expectations, but the reception was not always the same for newly discovered works by 
canonic composers. Belgian musicologist and music-critic Françoise-Joseph Fétis, at the 
discovery of early Mozart symphonies, fretted “that an indiscreet zeal has brought them 
out of the oblivion where, for the sake of the artist’s glory, they should have remained” 
(Ellis 1995:62).        
None the less, the desire to unearth something old fueled much musicological 
discourse on performance in the nineteenth century where, in the Revue et Gazette musicale 
de Paris, for instance, discussions ranged from the study of manuscripts to editing to 
performance practice (Ellis 1995:57, 62). The Revue’s contributors not only valued early 
music as a subject of historical study, but also as a source of repertoire for performance 
(Ellis 1995:57), validating and disseminating a type of Other Performance to a readership 
that included the most prominent musicians in Europe. In the journal, Fétis, for example, 
advocated for performances of music that were “still yoked to the laws of ancient tonality” 
(Ellis 1995:61). In addition to publishing in the Revue, he founded the well-known 
Concerts historique, a series of historically themed concerts punctuated with brief lectures. 
In opposition to the commonly held view of the time that old music was inferior to new 
music, Fétis believed that “art did not progress, it [was] transformed” (Nichols 1971:40), 
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that all composers and their works were profound in their own ways, pointing out to his 
readers (and listeners) in great detail 
The simplicity and majesty of the style of Palestrina, the 
scientific and elegant forms of Scarlatti, the moving 
expression of Leo, Pergolesi, Majo and Jomelli, the dramatic 
force of Gluck, the incisive harmony of Johann Sebastian 
Bach, the massive power of Handel, the opulence of Haydn, 
the impassioned accents of Mozart, the daring impetuosity 
of Beethoven, the suavity of Italian melody, the energy of 
Germanic song, the dramatic decorum of French music, all 
kinds of vocal combinations, all system of orchestration, all 
effects of sonority, all rhythms, all forms (Bloom 1972:367).  
 
Along similar lines, Berlioz asserted that the problem with old music, rather, lies 
with us, as “we are the ones who become old, it is our sensibility which is dulled, it is our 
imagination which fades, but the power and the vital warmth of [old] music remain 
undiminished” (Ellis 1995:59). It is this sense of imagination, dulled by temporal distance, 
which early-music performances at the turn of the century rekindled.  
Realizing the findings of these musicological endeavors as compelling 
performances, however, was not always easy, as old music was also exotic to the 
performers themselves, who apparently still needed some convincing and training. The 
maître de chapelle at the cathedral in Reims Louis Fanart (1807-1883), a disciple of Fétis 
and founder of the Société Philharmonique, chided contemporary performers for judging 
music “according to their ingrained habits” (Ellis 1995:58), while Édouard Monnais (1798-
1868), critic and frequent contributor to the Revue, pointed out the practical challenges of 
producing a convincing early-music performance, claiming that “it will always be difficult 
to find performers knowledgeable enough to give a fine interpretation of works which are 
no longer of our time” (Ellis 1995:67-8).  
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Yet a number of early-music performers and their ensembles in the late-nineteenth 
century fully embraced these performative challenges, such as harpsichordist Louis 
Diémier (fig. 8) and his Société des instruments anciens with Louis van Waefelghem (viola 
d’more), Laurent Grillet (hurdygurdy), Jules Delsart (viola da gamba), Paul Taffanel 
(flute), Georges Gillet (oboe d’amore), Guillaume Remy and Armand Parent (violins). At  
the same World’s Fair where the photographer captured the Parisian gentleman sharing a 
cigarette with the African native, the Société presented exhibition concerts as a compliment 
to the early-instrument display rooms devoted to what Fair resident-ethnomusicologist 
Julien Tiersot  called “musical archaeology” (Tiersot 1889:179). In similar fashion to the 
presentation of the African in the Colonial Exhibition, Diémier and his ensemble brought 
to life “the sound of the past” (Fauser 2005:30) by performing music on mostly period 
instruments (at the time, period replicas of the violin and flute would have been outside the 
Figure 8: La Soirée de clavecin (ca. 1889), Horace de Callias (Diémier, harpsichord) 
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realm of possibility). The Société’s exhibition concerts set the stage for more performances 
at the Salon Pleyel in Paris (1895), and a tour of London (1897) and St. Petersburg (1907). 
And its repertoire included works by Rameau, Bach, Couperin, Lully, Handel, and Marais 
(Fauser 2005:318-19). Not only was the music itself exotic (especially the barely known 
composers or the chamber music of Bach and Handel), but so was the manner in which it 
was performed. 
Arnold Dolmetsch (1858-1940) embodied the otherness of the movement more 
than any other early-music performer at the turn-of-the-century. In a velvet suit 
accessorized by “knee britches, lace ruffles, and shiny shoe buckles” (Campbell 1975:41) 
(fig. 9), Dolmetsch personified the music he played. His home looked as if John Dowland, 
Figure 9: Arnold Dolmetsch (Elste 2010:56) 
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his favorite composer, had decorated it, and the very alterity of his house concerts drew the 
delighted attention and pen of George Bernard Shaw: 
For some time past Mr. Arnold Dolmetsch has been bringing 
the old instrumental music to actual performance under 
conditions as closely as possible resembling those 
contemplated by the composers. Here [at the house in 
Dulwich] the music, completely free from all operatic aims, 
ought, one might have supposed, to have sounded quaintly 
archaic. But not a bit of it. It made operatic music sound 
positively wizened in comparison. Its richness of detail, 
especially in the beauty and interest of the harmony, made 
one think of modern English music of The Bohemian-Girl 
school as one thinks of a jerry-built suburban square after 
walking through a medieval quadrangle at Oxford (quoted in 
Dolmetsch Online). 
 
As with Fétis and Berlioz, early music’s new sound musically rejuvenated Shaw, enabling 
him to sonically re-construct, in terms of time and place, a long-lost notion of the medieval.   
Dolmetsch’s music-making not only “recaptured [for Shaw] the delights of a lost 
enchantment” (Campbell 1975:41), but had much the same effect on many of his 
acquaintances, most notably Ezra Pound (1968 [1918]), William Butler Yeats (1961 
[1903]), and Percy Granger (1933), who were equally rejuvenated by the eternal 
incomprehensibly of Dolmetsch’s re-sounded past. Yeats’s collaboration with Dolmetsch 
is particularly apropos.  As part of his effort to revive in his Countess Cathleen (1892-
1912) a historic rendering of Elizabethan prose, which he thought was “something between 
singing and speaking: a kind of free chant with no fixed time and in no fixed scale” 
(Runciman 1901), Yeats commissioned Dolmetsch to build a new-old instrument to 
suitably accompany it (Schuchard 1999:32-4). Dolmetsch produced a psaltery, of course, 
the ancient instrument of bards. And after hearing a demonstration, J.R. Runciman, in 
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response to its otherness, claimed in his review to “have scarcely yet recovered from [his] 
extreme surprise” (Runicman 1901:237). 
In addition to performing on different period instruments and publishing on 
performance practice (Dolmetsch 1969 [1915]), Dolmetsch, in the zeitgeist of the arts and 
crafts movement, built his own harpsichords, clavichords, lutes, viols, spinets, fortepianos, 
harps, rebecs, Baroque violins, vihuelas, and recorders. News of Dolmetsch’s exotica 
reached well beyond Europe, as his quietest replica made exots out of Mr. and Mrs. 
Roosevelt, who reached out to Dolmetsch in 1908: “it would give [us] great pleasure if you 
could come to the White House on Wednesday at 2:30, and let us hear the clavichord” 
(Dolmetsch Online 2010 [1908]). One can sense in his inquiry that Theodore wanted to 
span the temporal and geographical distance between him and this eternally 
incomprehensible sound. Infamous for embarking upon expeditions in search of exotica in 
exotic places, such as the Amazon and the Safari, Roosevelt had a place in his metaphorical 
cabinet of curiosities, alongside the piranha and rhinoceros, for the sound of Dolmetsch’s 
clavichord. 
For individuals living at the turn of the century, the performance of early music 
brought continuous relief from the banality of ordinary musical life. As we have already 
seen, Shaw craved early music as an alternative to mainstream music making, proposing 
that it would be “much pleasanter … to live next to Mr. Arnold Dolmetsch, with his lutes, 
love viols, and leg viols, than to an ordinary string quartet!” (Shaw 1932 [1890-94]:224). 
Such musical rejuvenation frequently appears in the accounts of exots, and it is a critical 
component in pre-Said (Segalen 2002 [1908-1914]) and post-Said theories on exoticism 
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(Bhabha 1994; Santaolalla 2000), which I shall discuss later in the section devoted to 
theorizing early music. 
In the middle of the twentieth century, the Other Performance was institutionalized 
as composers, scholars, and performers affiliated with prominent academic institutions, 
such as Paul Hindemith at Yale and Thurston Dart at Cambridge, also began to engage 
with early music’s sense of eternal incompressibility. They not only established early music 
in their respective academies, but also published on it. In terms of Bach performance, 
Hindemith in Johann Sebastian Bach: Heritage and Obligation was especially progressive, 
claiming that editions misled performers with their “outright falsifications to well-intended 
suggestions about fingerings and bowings, all served up and received as eternal truths,” 
warning musicians that “there is every degree of tampering by little men with the work one 
of the greatest” (1952 [1950]:10). Aiming to “restore the conditions of performance of that 
time,” Hindemith advocated far beyond the use of the harpsichord, the era’s symbol of 
historically “informedness,” to also using gut strings and historical wind instruments, as 
well as distinguishing between chorus (Chorton) and chamber pitch (Kammerton) (15-
16)—all of which were exotic to listeners and performers at the time.  
Along similar lines, Dart in Interpretation of Music (1962 [1954]) emphasized to 
performers that “the approach to the past is through the gateway of the present … as the 
sonorities in use [today] are those of the last fifty years, and they are the norm by which 
[performers] judge the exotic and abnormal tone-coulours of regals, viols, or crumhorns” 
(Dart 1962 [1954]:164). Here, the notion of eternal incomprehensibility and its reciprocity 
ring loud and clear, as early music’s exotica can only be constructed and perceived by 
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sounding or hearing the past (“the exotic and abnormal tone-colours”) through the sounds 
of the present (those of  “the norm”). Already in Dart’s view, the seeds of Taruskin’s late-
twentieth assertions on the simultaneous past-presentness of early music, which I discussed 
in Chapter 2 and will revisit later in this chapter, are already sown. 
In the last decades of the twentieth century, the early-music movement effectively 
flooded the mainstream market with exotic instruments and sounds via its ambitious 
recording projects, such as Nikolaus Harnoncourt and Gustav Leonhardt’s complete set of 
Bach cantatas (Naulleau 2014), Christopher Hogwood’s complete Mozart symphonies, and 
Roger Norrington’s Beethoven cycle (Meyer 2009:249). Early music put forth a 
compelling argument on record that the performance of Bach, Mozart, and Beethoven, for 
instance, differed substantially in terms of instruments and style not only from the practices 
of our time, but also from one composer to the other. 
However, early music’s Othering of canonic repertoire in the mainstream was not 
always well received. Composer, music critic (and sexologist) Gérard Zwang was certainly 
not rejuvenated by the movement, making his feelings about it most apparent in a rant in 
the late 1970s, when he accused early music’s most prominent members of “putting back 
into circulation the musical vehicles which ought never to have left the garage” (Zwang 
1977:41):   
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That is, old nails, bagpipes, jew's harps, screeching fiddles, 
out-of tune [sic] cigar-boxes … which only proliferate like 
malignant tumors in the poor body of Music instead of 
gracing attics and flea markets… Gustav Leonhardt and 
consort, Nikolaus Harnoncourt and sons, Frans Bruggen 
[sic] and assistant fifers, Kuijken & Co. are the polluters of 
the musical environment. They create anti-art, anti-music. 
…And it is with the greatest joy that [I] would see all those 
guilty of musical outrages thrown into prison. Imprisonment 
must be coupled with the destruction, by fire, of those old 
buggies which they have the effrontery to call musical 
instruments (Zwang 1977:41, 15-16; translated in Dreyfus 
1983:310). 
 
Dissatisfied with the current state of traditional music making, but also finding no 
viable recourse in the efforts of the early-music movement, Paul Henry Lang, in his 
scathing and highly detailed review of Harnoncourt’s recording of Bach’s St. Matthew 
Passion (1971), warned that “there is a distinct danger this new, ‘historically correct’ 
performance practice will congeal into a well-regulated cult almost as objectionable as the 
unrestricted freedom of interpretation it replaces” (Lang 1972:119).  
Lang’s worst nightmare came true, as the early-music cult—armed by its “shield of 
difference” (Dulak 1993:53) adorned with Zwang’s exotic carcinogens—not only polluted 
but also eventually colonized the sound of the West’s most famous composers. By the 
1990s, Bach, Mozart, and Beethoven were forever changed by, for instance, Joshua 
Rifkin’s, Robert Levin’s, and Roger Norrington’s groundbreaking Other Performances 
throughout the 1980s. And perhaps it is no accident that early-music specialist Joel Cohen 
puts forth “elephantology” at the end of the century as a metaphor for early music’s 
conquests, as it not only made tangible exotic imagery but, in his definition of it, Cohen 
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also saw early music as an established (and well-regulated) field that collectively evoked 
Segalen’s eternal incomprehensibility. 
I'm sure [the early music movement] has pieces of the 
elephant... somebody's touching the elephant's tusk, 
somebody's got his tail, [but] nobody's got the whole 
elephant, you know. So ... we’re sharing elephantology with 
these guys (statement made in 1996 in Shelemay 2001:11).  
 
By the twenty-first century, the movement became so expert at “elephantology” 
that historically informed performance was nearly unrecognizable. Dulak had predicted it 
in the early 1990s, claiming that “once ‘period’ practice becomes normal (or at least 
uncontroversial) in a repertory, it need not define itself with the same urgency as a rejection 
of ‘modern’ practice, and both the rhetoric and the associated style gradually [will] lose 
their effect” (Dulak 1993:53). And, indeed, a 2005 study published in Early Music America 
reveals such normality, as its findings suggest that audiences no longer distinguish between 
early-music performance and traditional music-making (Coldwell 2005:2; Coldwell 
2008:25). Thomas Kelly also recognized the trend and recently acknowledged in his 
Oxford handbook to early music that “perhaps some of the excitement of the discovery has 
been lost” (Kelly 2011:7).  
The movement certainly feels less Other, as Dulak predicted, when she saw it 
becoming “less ideological, more self-critical, and increasingly tolerant both of 
unorthodoxy and of forthright expressivity” (Dulak 1993:31). She thought the movement 
would ultimately expand its “catalogue of expressive resources,” eventually no longer 
limiting itself to period instruments (Dulak 1993:60-1). This to some extent has happened, 
as with the modern-instrument ensemble Combattimento Amsterdam, whose performances 
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of early music sound historically informed despite their lack of period instruments, which 
I shall discuss later. And the reception of Sting’s early-music performances reveals a 
slightly different expansion of early music’s catalogue of expressive resources, one that 
supports the notion that early music’s Other Performance, even though expressed and 
perceived slightly differently from the nineteenth and twentieth centuries, still constitutes 
a part of the movement, which I also shall discuss later. 
It is no accident that the expansion of early music’s catalogue, essentially a re-
examination of the movement’s Otherness, coincides with a rise in the debate over what to 
call the movement. Most designations are either offensive in a performative sense 
(“authentic performance”: who strives for the opposite?), inaccurate in terms of repertoire   
(“early-music movement”: the movement also performs music of the twentieth century), 
or “historically informed performance” or “historically authentic performance” (Kivy 
1988, 1995, 2002) which implies the alternative to joining early music is an open embrace 
of ignorance or insincerity. On the other hand, the most politically correct terms for the 
movement, such as “performance practice” or “post-modern early-music movement” 
(Dulak 1993), barely signify anything to insiders or outsiders. Rather than intention, 
philosophy, or repertoire, I argue the movement is best identified by the Other sound it 
produces, which implies that performers (and their audiences) make a conscious or 
unconscious musical choice to join the movement, regardless of their textural preferences 
or influences (period vs. traditional instruments), political affiliations (training, institution, 
or teacher lineage), or scholarly/non-scholarly approach.   
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Hearing and viewing—thus, identifying—the movement through an exoticist lens 
bypasses many of these unresolvable (and arguably irrelevant), yet still highly contested 
incongruities. And I believe the juxtaposition of Sting’s performances to Landowska’s and 
Gould’s early-music performances, already described in terms of revealing an early-music 
sound in Chapter 2, provides fundamental building blocks for constructing that lens, 
enabling us to critically understand early music as a dynamic social phenomenon rather 
than an isolated revival. So first let us take a brief but detailed look at Sting’s, Landowska’s, 
and Gould’s Other Performances. 
 
II. Three and a Half Other Performances 
 
Sting’s Dowland 
We’re in the crypt of an old church in London called St. 
Lukes, and I am just about to go and do a concert of … uh… 
John Dowland Songs and I have to say I am a little nervous.  
—Sting (Sting 2007:20) 
 
Sting’s hesitation on the words “John Dowland Songs” hints at the exotic nature of 
his recording project Songs from the Labyrinth (Sting 2006; 2007), which has garnered 
significant critical attention, most prominently from Norman Lebrecht (2006), Allan 
Kozinn of the New York Times (2006), and Rolling Stone (Hunter 2006). More traditional 
musicologists also have shown interest in the topic, making their critical way through The 
Labyrinth with discussions at meetings of the American Musicological Society and 
International Musicological Society (Downey 2006; Kjar 2011; 2012), as well as in a 
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number of publications either referencing it (Knighton 2006:531; Kjar 2011:89) or devoted 
to it (Becker 2012).   
Yet for the most part, the early-music movement itself remains hesitant to embrace 
Sting’s early-music endeavor. Despite making the cover of Early Music America (Zeichner 
2006), Sting does not appear in Bruce Haynes’s comprehensive The End of Early Music 
(2007), Kelly’s Oxford handbook on the field (2011), Heather MacDonald’s account of the 
movement in the City Journal, and a recent article in Early Music America (EMA) titled 
“Early Music Leaders Reflect on a Generation of Change” (Bagby et al. 2010). When EMA 
editor asked prominent early-music experts Haynes, Stephen Stubbs, Cohen, Nicolas 
McGegan, and others to predict the future of historically informed performance, Sting did 
not appear in any of their crystal balls. Perhaps this does not come as a surprise, as access 
to what Philip Brett called the “walled garden of early music” (1987:83) often requires a 
certain pedigree certified by an institution committed to early-music training, such as The 
Royal Conservatory in The Hague, Basel’s Schola Cantorum, and most recently The 
Juilliard School. Moreover, the early-music movement is an unruly offspring of the 
Figure 10: Sting 2007:42.22   
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Classical music world, not a lovechild of rock, to which Sting belongs. Yet I believe Sting’s 
video performance of John Dowland’s “In Darkness Let Me Dwell” with lutenist Edin 
Karamazov (Sting 2007:41.43), drawn from the DVD devoted to the making of the Songs 
of the Labyrinth (Sting 2007), tells us much about the movement’s exotic nature.   
The performance opens on a lush river bank where Karamazov, a typical nerdy-
looking early-music performer, converses with Sting, a stylish rock star (fig. 10). Conjuring 
Cagean notions, Sting expounds upon the profundity of Dowland’s introspective song, 
claiming that “silence is the perfect music. What we do as musicians is create a frame 
around silence. This song is a beautiful frame around the perfect music, which is darkness 
or silence—or emptiness” (Sting 2007:42.36). As the conversation trails off, the full moon 
signals nightfall, and the scene segues into a musty candle-lit wine cellar where the opening 
octave from Karamazov’s lute resonates through the shadowy chamber (fig. 11). With each 
arpeggio, with each pluck of a bass string, Karamazov cranes his neck in Stevie Wonder-
Figure 11: Sting 2007:43.04 
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like fashion, while in the background Sting dwells in the shadows. The camera barely finds 
Sting in time for his opening line, zooming in for a close-up (fig. 12). Here in the darkest 
of environs, we have stumbled across the singer of Roxanne, but instead of yelling at the 
top of his lungs “you don’t have to turn on the red light,” Sting sings in slow-motion and 
vibrato-less, mono-colored tones: “in darkness, let me dwell.” Dowland’s prolonged 
syllables are rendered with a grainy, gravelly voice enshrouded by a halo of airy white-
noise complemented by an intimate view of Sting’s lips puckering on the word “me” and 
his tongue arching at the close of “dwell.”  
The performance resembles the format of his rock-music videos, but is unlike any 
Dowland performance by a traditional member of the early-music movement, as the exotic 
element in play is no longer the ancient instrument or seventeenth-century music—or even 
the interpretation, as Sting’s tempo and phrasing resemble traditional historically informed 
performances by Andreas Scholl (2000), Emma Kirkby (2010), and Evelyn Tubb (2008). 
Figure 12: Sting 2007:43.10 
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(Sting took lessons at the Schola Cantorum in preparation for the recording [Goertz 2007] 
and credits Karamazov for teaching him Dowland’s style [Sting 2007:49.37].)  Rather, the 
exoticism of this early-music performance is signified by a breathy-voiced rock star loaded 
with unforgettable associations, as his voice in this video cannot be differentiated from that 
of the obsessive stalker in “Every Breath You Take” or the impassioned lover of 
“Rozanne.” Yet the reception of Sting’s performance is very similar to that of Landowska’s 
harpsichord recitals one-hundred years earlier, as the exotic sound of her intimate, highly 
articulate harpsichord, punctuated with mid-phrase register changes, also captivated 
audiences who were used to hearing keyboard music on a sound-sustaining, single-
registered concert grand piano. Landowska’s performances on what Charles Bordes called 
her “cage for flies” with “tiny, spindly legs” (Landowska 1965 [1964]:10) provided 
listeners with something from another world.   
 
Wanda’s “Hocus-Pocusness” 
Figure 13: Fingerspitzengefuehle c.1930, 
Anon. (Elste 2010:98) 
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On her 1907 tour of St. Petersburg and Moscow, Landowska’s harpsichord 
tantalized critics with “its abrupt jingling sounds [that] absolutely differ[ed] from the force, 
smoothness, and shade sonorities of the piano,” who saw the harpsichord of “novelty 
interest” (translated in Kjar 2011:70n).  
According to RCA recording engineer John Pfeiffer, her harpsichord recitals (fig. 
14) were more than novel; they were bewitching: as the lights dimmed, Landowska would 
seemingly levitate over an ornate carpet to her harpsichord subtly illuminated by a floor 
lamp. Many never actually saw her walk on stage; she just appeared next to the harpsichord.  
Garbed in a red velvet robe, Landowska spoke profoundly and passionately about the 
music. Before she played a note, one was already under her spell (paraphrase of account in 
Attie 1997:3.12; Kjar 2011:86). François Lecomte (1929- ) had a similar reaction to her 
recitals, describing his encounter with Landowska’s “big, strange-looking piano” at her 
concert hall in Saint-Leu-le-Fôret:  
In front of us is a big, strange-looking piano, like nothing I 
have ever seen before. It has two rows of keys, one above 
the other…  In comes a lady wearing a long, scarlet dress. 
She is thin with a sharp face; her features seem to have been 
chiseled with a knife. She smiles, greets us and says with a 
strong accent (that would make me laugh if I didn’t feel that 
it was certainly not the time to laugh) that her name is Wanda 
Landowska and that she will be playing some Bach on her 
harpsichord. Never did I hear a piano with such a sound—
thin, dry, rather weak but not unpleasant… The sound this 
lady creates with her harpsichord…. is unbelievable, 
fascinating (Lecomte 2009 [2005]:24).   
 
Kirkpatrick was also fascinated by what he called Landowska’s “hocus-pocusness,” yet 
still remained “alarmed by the general spirit of ‘Isn’t this old music just lovely. And nobody 
can play it but Landowska!’” (Kirkpatrick 1985:68).  
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But what made Landowska’s Other Performances seem so authoritative, so 
convincing to Kirkpatrick (admittedly negatively so), but also in a positive sense to 
Lecomte, Pfeiffer, Skip Sempé, and many others?  A close reading of the beginning of her 
1935 performance of Bach’s Chromatic Fantasy (BWV 903) sheds light on how 
Landowska convincingly embodied the otherness of old repertoire, as she essentially 
appropriated the music of Baroque composers (and their supposed intentions) by using the 
capabilities of her instrument in conjunction with her flamboyant  style of performance. 
From the very beginning, Landowska wrangles ownership from Bach by sustaining 
for a full half note the final 32nd note on the two opening flourishes. The sustained “e” and 
“f” defiantly ring with the overtones afforded to them by the combined 8-foot and 16-foot 
registers, setting the stage for what will essentially become an unveiling of all the registers 
and combinations thereof on her well-endowed Pleyel harpsichord. For dramatic effect, 
Landowska reduces the registration in the third measure as she makes her way up and down 
Figure 14: Konzert mit Wanda Landowska in Moskau, 1907, Leonid 
Ossipowitsch Pasternak (Elste 2010:50) Diaghelev in right foreground. 
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the D-Minor-scaled arpeggiations, then restores the 8-foot register mid-phrase on the fourth 
beat of m. 8, where the line rapidly descends. She dutifully executes the soft echoes in mm. 
11 and 13, as indicated in the Bach-Gesellschaft edition, the most probable text for her at 
the time, and closes the section on the A trill with the 8-foot and 16-foot registers fully 
engaged, sonically rendering a trill in three clearly delineated octaves.  
She makes her way into the first “arpeggio” section by way of a grandly ominous 
ritardando, seeming to spontaneously apply the 16-foot register at the very end of the 
descending triplets. She differentiates the arpeggio section by utilizing a highly resonant 
8- and 16-foot register in the bass line along with a dry 4-foot register (perhaps a type of 
lute stop) at the top of the arpeggios. The pedal-point rumbles. The arpeggios tickle. She 
slowly moves through them in tantalizing fashion, and gradually accelerates as the first-
inversion dominate chord comes into view, marking its arrival by slowly arpeggiating the 
bass notes in the left hand, finished off by the right hand punching out a single unbroken 
chord. This punch is a sound that only a Pleyel can make. It is a hard-hitting cocktail of an 
articulation, concocted by mixing two parts harpsichord with one part piano. And 
Landowska lets it fully resonate, allowing the listener to digest its intoxicating power 
before moving on to the fully diminished seventh chord via Bach’s ornamented segue, 
which, of course, Landowska fully adorns with the 4-, 8-, and 16-foot registers. The octaves 
ring out once again before Landowska bolts, via the rapid 32-notes passage, for the next 
arpeggio section.  
The Pleyel’s seven pedals enable Landowska to easily execute these mid-phrase 
pyrotechnics, making her performance far more texturally expressive, more Other than 
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performances on the modern piano or even presumably performances of Bach’s era. The 
individuality of her performance is immediately apparent in its breadth. It is over eight 
minutes long, significantly longer than Gould’s six-minute performance in 1981, 
Leonhardt’s five-minute interpretation in the mid-1970s, and Kirkpatrick’s 1939 recording 
at just over six minutes. Landowska’s Pleyel (fig. 15) contained a sixteen-foot register, 
seven pedals for easily changing the stops on a whim, and leather plectra instead of quill—
all housed within a sturdy metal frame. It was a multifaceted music machine that Cohen 
dubbed a “metal monster: it wasn’t really a harpsichord, [yet] wasn’t quite a piano either” 
(Cohen 1985:25). None the less, Landowska’s monster, paired with her theatrical 
performance style, gave her recitals a strange savor, and her Other Performances were 
considered not only true to the composer, but also true to herself.  
Figure 15: Pleyel & Co. Paris, 1927 (Elste 2010:67)   
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Perceptions of Landowska’s Other Performance changed, however (Elste 2014), 
when she was reframed by those pursuing a more objective “authenticity” in the 1960s as 
an alternative to the “self-aggrandizing individualism prevalent in mainstream musical 
praxis” (Dreyfus 1983:299), which Landowska would eventually come to represent. 
Baroque violinist Sol Babitz, for instance, reappraised Landowska’s pioneering efforts, 
claiming that as a result of her efforts “we have gotten less and not more authentic” (Babitz 
1965). Landowska’s individualism and her instrument, too exotic for the modern early-
music movement of the 1960s onward, made her the opposition to the movement she 
spearheaded. And her otherness had a much different effect, as she (via her recordings) 
was perceived as an exotic interloper, of sorts.  
Said recognized the tendency of those who recreate the past to “exclude unwanted 
elements, vestiges, and narratives” in their stories (Said 1993:15) In like manner, the 
political-musical framework of the early-music movement, based on the Othering notion 
of authenticity, has excluded unwanted storytellers, such as Landowska and Sting, who 
clearly make an early-music sound, but in more modern terms. Yet in terms of producing 
an early-music sound, the pianist Gould, once described by Yehudi Menuhin as the “most 
exotic of [his] colleagues” (Payzant 1992 [1978]:50K), is perhaps the most quintessential 
early-music interloper, for his Other Performance never quite fit in either mainstream 
music-making or the early-music movement. 
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Gould’s Exoticized, Eroticized Bach 
He was never concerned with traditional views of 
interpretation, nor with the already-recorded versions of a 
work which are regarded as the yardsticks of performance. 
Instead, he preferred to perform a piece almost as though it 
were newly composed, awaiting its first interpretation… a 
Glenn Gould performance is unmistakably original and the 
result of extensive study and consideration, both at and away 
from the piano  
—Paul Myers, Gould’s producer (Payzant 1992 [1978]:50).  
 
What adds to [Gould’s] success is that he is such a mystery. 
That’s why we stay fascinated. 
—Michèle Hozer, Co-director of Genius Within: the Inner 
life of Glenn Gould (2009)   
 
 
Gould aimed to play music differently from everyone else, and his approach, 
attitude, and result, as we have seen in terms of sound in Chapter 2, aligns him with 
prominent members of the early music movement, such as Harnoncourt, who claimed to 
perform music “as if [it] had never been interpreted before, as though [it] had never been 
formed nor distorted” (Harnoncourt 1968). Differing from Harnoncourt, Gould’s 
particularly individual individuality was not conducive to spearheading a movement or 
even having one form around him. Said remarked that “it is as if Gould’s playing, like his 
career, is entirely self-made, even self-born, with neither a preexisting dynasty nor an extra-
Gouldian destiny framing it” (Said 2008 [1983]:8).  His “estimable mixture of eccentricity 
and surprise could always be depended on to do something in a performance that would 
make it completely unusual” (Said 2008 [1987]:68). So what exactly was so Other about 
Gould’s early-music performances?  A brief look at his recordings of the E-Major Prelude 
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and Fugue (BWV 854) from the second book of the Well-Tempered Clavier (WTC) 
provides us with a brief glimpse of his trademark exoticism.  
Gould’s performances of BWV 854 span nearly twenty-five years: the first 
recording was made in 1957; the second in 1969 in conjunction with a complete recording 
of the WTC; the third performance, on the harpsichord, was filmed in 1970 for the 
Canadian Broadcasting Company; and the last performance in 1980 was part of a series of 
lecture-performances with director-producer Bruno Monsaingeon.  In similar fashion to the 
Goldberg Variations, which stand as bookends to his entire musical output, the recordings 
of the Prelude and Fugue earmark within his musical development. The first recording, as 
with his first Goldberg recording in the 1950s, reveals the brash Gould, playing through 
works with flippant, sparkling, and seemingly spontaneous virtuosity. The recording on the 
harpsichord reveals his curiosity with historical instruments, most certainly initiated by his 
formative teacher Alberto Guerrero, as discussed in Chapter 2. His use of the lute stop on 
the repeat of the Prelude’s A-section is double Gouldian, as not even Landowska in her 
1949 recording engages that stop. The recordings in the early 1980s preserves the blatantly 
extroverted introspective Gould, as each morsel of the work, no matter how miniscule, is 
thoroughly chewed and regurgitated for the listener to digest in no uncertain terms. And 
this last video performance of the fugue, recorded two years before his death, particularly 
captures in both terms of sound and visual Gould’s tantalizingly provocative sense of 
eternal incomprehensibly, which I shall further explore here. 
After simultaneously playing and analyzing portions of the Fugue, Gould breaks 
into a full performance of the work that opens with a camera shot of his right hand serving 
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up the six-note theme (fig. 16). In the foreground, his fluttering left hand directs the 
incessant humming coming from above. The gestures not only foreshadow the subdivided 
eighth-note feel that permeates the entire performance, but also reveal the shape of Bach’s 
Genesisian thought as, by almost purely (non-pianistic) visual means, the opening is 
visually (hand gestures) and sonically (humming) meta-contextualized. The left-hand 
gestures connect this isolated note to the following half-notes, signifying an overarching 
shape to the theme, which peaks on the minor-third ascend, what Gould identifies as the 
motive’s only expressive interval, from which he methodically retreats in stepwise motion 
to where it began. The camera’s proximity, granting the listener-viewer a seat next to 
Gould, transforms this mundane musical cog into a highly sensuous expression of intimacy.  
As the opening episode comes to a close, the camera slowly pans out to reveal a 
hunched-over piano man on a rickety cushion-less chair spooning his instrument. Suddenly 
his left arm extends (fig. 17), then abruptly thrusts back in toward his now convulsing body, 
Figure 16: Gould 1992 [1980] 
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signaling the beginning of the second section of the Fugue, strewn with what Gould 
describes as “convoluted, in the best sense of the word, stretto.” Gould now arches his back 
to draw out the long taut increasingly intertwining choral-like lines, while the camera 
responds to the expansion by backing off further, finally cutting to a new (and perhaps 
safer) perspective on the other side of the piano.  
When Gould reaches what he calls “the orbit of C# minor,” where Bach re-
harmonizes the exact notes of the theme into a new sense of tonality, he accessorizes Bach’s 
redressing by punctuating the supporting countermelody’s opening fourth that springs from 
the bass, and shortens the following paired eighth-notes as the melody makes its way 
downward in measured shelf-like increments. Bach’s re-harmonization in conjunction with 
Gould’s angular, pointillist articulations not only draw the camera back, but also Gould’s 
Figure 17: Gould 1992 [1980] 
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nose to the keyboard, which, along with the viewer, is now less than three inches from the 
keys (fig. 18).  
Gould’s performance continues in cyclical manner. The audience is visually and 
sonically enveloped in an elliptical orbit, at times passing tantalizingly close to Gould and 
the minutiae of Bach’s counterpoint, while other times flung into distant space and left to 
conceptualize from a distance the construction of that minutiae.  
Figure 18: Gould 1992 [1980] 
Figure 19: Gould 1992 [1980] 
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Gould signals the forthcoming close of the performance by lifting both hands off 
the keyboard, the first moment of silence in his primarily lyrical, sinewy performance. The 
hiccup not only accentuates the second part of the sequence in m. 33, but brings attention 
to the upcoming cadence on G# minor, the last moment of repose before the coda, where 
Gould not only plays the fugue motive forte and with great weight, but also accompanies 
it with a final outward thrust from his momentarily free left hand. The buildup sets up the 
final measures, where Gould makes his leisurely way down the E-scale on a gradual 
diminuendo. And the camera quickly pans in as he presses the final E-key with the index 
finger of his left hand, stroking the entire length of it, up and down, before fluttering out 
of the frame (fig. 19).  
There is something particularly erotic about this performance, as it transforms 
Bach’s heady counterpoint into an act of physical seduction. Perhaps this is surprising, as 
Gould was “so afraid of intimacy and germs that he was reluctant to let people touch him”; 
some even suspected he was asexual (Clarkson 2014). Yet he (or his promoters) certainly 
built up his image as a musical sex symbol. Early on, his looks played an integral part in 
CBS’s promotion of the Goldberg recording (Life 1956), which featured various shots of 
him in the studio (fig. 20) and on the streets of New York, not to mention the later more 
sultry photos (fig. 21) that portray him as a mysterious and erotically sinister artist. Critic 
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Tim Page once referred to him as “the James Dean of classical music… who made Bach 
swing” (Clarkson 2007).  
In terms of his personal life, Gould’s brief, but intense love affair in the late 1960s 
and early 70s with painter Cornelia Foss, then wife of New York composer Lucas Foss, 
not only revealed his capacity for seduction (she moved herself and the kids to Toronto for 
a period), but also his prowess for physical intimacy, as the relationship, according to 
Cornelia, was “among other things, quite sexual" (Clarkson 2007). Gould’s intimacy 
contributed to his Otherness—and Landowska and Sting had similar eroticized, exoticized 
personas—so it is worth briefly further exploring here how eroticism contributes to crafting 
(and perceiving) Other Performance. 
Exoticism and eroticism are interrelated: Sigmund Freud maintained that “novelty 
always constitutes the condition for orgasm” (quoted in Barthes 1975 [1973]:41).  And the 
notion of erotic imagery in Orientalism has long been a source of criticism for literary, art, 
and music theorists. Literary theorist Satendra Nandan contends that “for exoticism to 
Figure 21: Glenn Gould. Toronto, 1961 
 
Figure 20: Glenn Gould, New 
York, 1956 (Life 1956) 
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exist: the twin tyrannies of distance and difference are essential” (Nandan 2000:87), and 
traversing such distance essentially constitutes an erotic act, stimulated by the push and 
pull between what is familiar and what is not. Gould’s contrasting articulations, differently 
timed cadences, juxtaposition of meta-musical humming to written-out keyboard playing, 
and alternations of acute and obtuse hand gestures visually and sonically signify the push 
and pull of that distance between the Self and Other, a metaphorical distance made literal 
not only by Gould’s changing proximity to the piano, but also the camera’s panning in and 
out. Using such erotic means, Gould’s exotic sound seduces the listener out of the depths 
of what Shaw called ordinary music making (or listening). Sociologist and structural 
linguist Roland Barthes views on eroticism and exoticism, in terms of what constitutes a 
compelling performance, fall along similar lines to Gould’s Other Performance and give 
us further insight into this sense of temporal and geographical distance metaphorically 
traversed by the exot, thus providing both a good close for this section and a jumping-off 
place for formulating a theory of early music’s Other Performance.   
 
Barthes’s (Landowska’s) Geno-Song 
As with Freud, Barthes sees exoticism and eroticism as integral elements for 
critically understanding why a performance is essentially good, asserting that “the New is 
not a fashion, [rather, but] a value, [it is] the basis of all criticism: our evaluation of the 
world no longer depends at least not directly, as in Nietzsche, on the opposition between 
noble and base, but on that between Old and New” (Barthes 1975 [1973]:40-1).   He sums 
up such a value system as “the erotics of the New,” (40) more specifically embodied in 
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what he calls the grain of the voice, which he defines as the “erotic mixture of timbre and 
language… the substance of an art: the art of guiding one’s body” (Barthes 1975 
[1973]:66). Barthes describes the grain in highly corporal, exotic-erotic terms that strongly 
resonate with Freud’s notion of novelty and orgasm: 
It is the patina of consonants, the voluptuousness of vowels, 
a whole carnal stereophony: the articulation of the body, of 
the tongue, not that of meaning, of language. A certain art of 
singing can give an idea of this vocal writing; but since 
melody is dead, we may find it more easily today at the 
cinema. In fact, it suffices that the cinema captures the sound 
of speech close up (this is, in fact, the generalized definition 
of the “grain” of writing) and makes us hear in their 
materiality, their sensuality, the breath, the gutturals, the 
fleshiness of the lips, a howl presence of the human muzzle 
(that the voice, that writing, be as fresh, supple, lubricated, 
delicately granular and vibrant as an animal’s muzzle), to 
succeed in shifting the signified a great distance and in 
throwing, so to speak, the anonymous body of the actor in to 
my ear: it granulates, it crackles, it caresses, it grates, it cuts, 
it comes: that is bliss (Barthes 1975 [1973]:66-7).   
 
Using seductive imagery, Barthes explains what happens to the listener during a 
compelling performance. Notice the sense of “great” distance that, when signifying the 
text, the anonymous body of the actor traverses to reach the ear of the listener or viewer. 
The actor with their “corporal stereophony” almost literally enters the listener who is pining 
for such intercourse. Barthes’s aesthetic orgasm, steeped in Sirenic eroticism, is achieved 
by the Odyssean distance traversed by the exot and its exotica (essentially Segalen’s 
immediate perception of eternal comprehensibility), providing ample temporal and 
geographical space for the friction (the crackles, the caresses, the grating, the cutting) 
generated by the climatic push and pull between the familiar and unfamiliar. In other 
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words, Barthes identifies what specifically rouses our musical attention, and why we are 
and (sometimes are not) aroused by it. 
Drawing on psychoanalyst and literary theorist Julia Kristeva’s critical notions of 
intertextuality (Kristeva 1984 [1974]), which challenged traditional semiotics in the late 
1960s by dividing the signification of the text in terms of pheno- (perceived culturally 
constructed concrete interpretation) and geno-text (the infinite and thus plastic possibilities 
for delivering and perceiving the text’s meaning), Barthes attempts to understand the 
“individual thrill” he “constantly experiences in listening to singing” (Barthes 1977 
[1972]:181). Transposing Kristeva’s two polarized interconnected notions to music, 
Barthes describes the differences between Dietrich Fischer-Dieskau’s and Charles 
Panzera’s performances of Schubert Lieder, identifying more specifically the pheno-song 
as: 
Everything in the performance that is in the service of 
communication, representation, expression, everything 
which it is customary to talk about, which forms the tissue 
of cultural values…, which takes its bearing directly on the 
ideological alibis of a period (Barthes 1977 [1972]:182).  
 
And the geno-song as:  
The volume of the singing and speaking voice, the space 
where significations germinate ‘from within language and in 
its very materiality’: it forms a signifying play having 
nothing to do with communication, representation (of 
feelings), express; it is that apex (or that depth) of production 
where the melody really works as the language—not at what 
it says, but the voluptuousness of its sounds-signifiers, of its 
letters—where melody explores how the language works 
and identifies with that work.  It is, in a very simple word but 
which must be taken seriously, the diction of the language 
(Barthes 1977 [1972]:182).  
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Thus, Barthes sees Fischer-Dieskau’s performance style as merely pheno:  
Everything in the (semantic and lyrical) structure is 
respected and yet nothing seduces, nothing sways us to 
jouissance (the aesthetic pleasure usually achieved by sexual 
orgasm)… with FD, I seem only to hear the lungs, never the 
tongue, the glottis, the teeth, the mucous membranes, the 
nose. (Barthes 1977 [1972]:183)  
 
On the other hand, Barthes argues more favorably for Panzera, whose “art, on the 
contrary,” is geno: 
It was in the letters, not in the bellows (simple technical 
feature: you never heard him breathe but only divide up the 
phrase). An extreme rigour of thought regulated the prosody 
of the enunciation and the phonic economy of the French 
language; prejudices (generally stemming from oratorical 
and ecclesiastical diction) were overthrown. (Barthes 1977 
[1972]:183-4)  
 
 According to Barthes, those that produce musical sound by and for the inner body 
effectively project the geno-song, a projection from which Barthes clearly gains much 
“jouissance”—a projection not much different from the rejuvenating pleasure experienced 
by Segalen’s immediate comprehension of eternally incomprehensible exotica, or from 
Shaw’s infatuation with Dolmetch’s exotic “love viols,” or Sting’s cross-temporal genre-
crossing embodiment of Dowland, or Gould’s differentiated eroticized Bach, or 
Landowska’s theatrical “hocuspocusness.” The latter is particularly apropos, as Barthes 
specifically cites Landowska’s performances as a prime example of geno-song: 
I shall not judge a performance according to the rule of 
interpretation, the constraints of style (anyway highly 
illusory), which almost all belong to the pheno-song, but 
according to the image of the body (the figure) given me. I 
can hear with certainty, the certainty of the body, of thrill—
that the harpsichord playing by Wanda Landowska comes 
from her inner body and not from the petty digital scramble 
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of so many harpsichordists (so much so that it is a different 
instrument). (Barthes 1972:188-9) 
 
In his Pleasure of the Text, Barthes claimed that “the word can be erotic on two 
opposing conditions, both excessive: if it is extravagantly repeated, or on the contrary, if it 
is unexpected, succulent in its newness” (Barthes 1975 [1973]:42). In terms of early-music 
performance, it was most likely the combination of Landowska’s novel instrument, 
repertoire, and performance style that seduced Barthes. So let us begin to theorize this 
seduction in hope of formulating a more nuanced understanding of early music’s Other 
Performance. 
 
III. Theorizing Early Music as Other Performance  
In his book Musical Exoticism: Images and Reflections, Ralph Locke forwards 
exoticism as a viable critical framework for cultural studies, suggesting that “exotic 
musical works raise important basic questions about the relationship between art and 
society,” as they “reflect and reinforce societal assumptions about distant lands and 
peoples” (Locke 2010 [2009]:1).  Locke’s choice of terms—reflect, reinforce, and 
assumptions—emphasizes that exoticism has as much to do with those engaged in 
exoticizing (the exot) as the object (exotica) itself, foregrounding an essential element of 
an exoticist framework: its reciprocity, the mutually dynamic relationship that plays out 
between the exot and exotica. In other words, exoticist frameworks reveal as much about 
those performers and listeners engaged in the act of Othering as the music itself.  
But even though exoticism has been theorized and frequently applied to the 
composition of Western music by Locke (2015; 2010 [2009]) and others (Bellman 1998; 
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Born and Hesmondhalgh 2000; Taylor 2007), a comprehensive theory of it in regard to the 
performance of Western music (and the reception of that performance) has never been fully 
explored, which is surprising since the relationship between the exot and exotica is in many 
ways analogous to the relationship between the performer/listener and the score. As the 
exot (re)constructs and (re)authenticates the qualities and meanings of its own exotica, so 
does the performer and the listener (re)construct and (re)authenticate the sound of “their” 
musical works—and the meaning they signify.  
In terms of early music, however, the lack of an exoticist theory is especially 
surprising, since terms suggestive of exoticism are often ascribed to the movement. 
Laurence Dreyfus sees early music alienating masterpieces that become “’defamiliarized’ 
in a disturbing departure from expected norms” (Dreyfus 1983:306). Kay Shelemay 
identifies “difference […] as a central value of the movement” (Shelemay 2001:9), 
claiming it attracts audiences with “exciting new sounds and colorful performance styles” 
(Shelemay 2011:93); while traces of a critical engagement with exoticism also emerge in 
Jonathan Shull’s findings on Thomas Binkley, an early-music pioneer.  According to Shull, 
Binkley’s efforts to reconstruct long-lost medieval performance practices through 
investigations of living non-Western cultures, such as those of the Middle East and North 
Africa, reveal an engagement with “the sound and practice of a present ’other’ to inform a 
past ‘other’” (Shull 2006:92).  
The notions of multi-dimensional difference associated with early-music   
performances reveal the viability of an exoticist framework analogous to Locke’s theories 
of exoticism, since the aim of the movement to perform the music of temporally distanced 
104 
 
 
 
lands and people differently from those engaged in traditional modes of performance (what 
David Irving calls the “Republic of Early Music—the musical past as foreign country” 
[Irving 2013:83]) also raises important basic questions about the relationship between art 
and society. As with exotic composition, early music reflects and reinforces, and I add, 
challenges, societal assumptions about the sound of distant music. Thus, when viewed 
through an exoticist lens, the early-music movement, rather than an isolated collective of 
seemingly historically righteous performers, becomes part of a broadly relevant and 
dynamic practice of revivalism not only shaped and validated by perceived historical 
aesthetics, but also (and predominantly so) by current ones. Through such a lens, the early-
music movement and its exotic sound becomes a microcosm for studying the greater 
phenomenon of revivalism in the twentieth and twenty-first centuries, which has 
manifested numerous (non)musical movements ranging from William Morris’s anti-
industrialist Arts and Crafts Movement, aimed at reviving traditional (mostly Medieval and 
Renaissance) methods and aesthetics (and musically embodied in the career of Dolmetsch) 
to Wynton Marsalis’s efforts to authenticate and institutionalize “real jazz” to slow-food 
guru Alice Water’s advocacy of knowing from where your food comes (Waters 2007). We 
will look closely at the latter two revivals, as a performed authenticity (what I call retro-
progressive performativity) in relation to the early-music movement, in Chapter 4. But first 
I shall set forth an exoticist theory for the early-music movement—what I call its Other 
performance. 
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Outsiders Sounding as Insiders 
 
I will formulate this theory by continuing to focus on performances by Landowska, 
Sting, and Gould, who engage with early music in highly differentiated yet related ways: 
Landowska, an eccentric early-music pioneer whose sound has been marginalized by the 
movement due to her hybrid instrument (see Chapter 2); Gould, an anti-early-music early-
music expert that, as I also suggest in Chapter 2, produces a historically informed sound; 
and Sting, an eclectic lute-playing rock star that sees and sounds Dowland (Songs from the 
Labyrinth) as a Renaissance-era Bob Dylan or essentially as himself (Sting 2007). As a 
result of their outsider status, these performers have only been able to claim real estate on 
the outskirts of the early-music compound, far from the movement’s epicenter where the 
movement’s doctrines originate. But despite living in the outskirts, Landowska’s, Gould’s, 
and Sting’s early-music performances reflect many of the movement’s core values, as they 
not only engage(d) in musicological research to produce and defend their historically 
informed style, but also use(d) period instruments to make it. Gould, of course, didn’t 
regularly perform on old instruments, but he did alter the action of his modern one to sound 
closer to an older one—or, at the very least, less like a new one. Such tinkering away from 
the new and closer to the old makes Gould strange bedfellows with Landowska, since the 
hybridity of Landowska’s Pleyel harpsichord—with its metal frame, easily manipulated 
pedals, and 16-foot register—is reminiscent of Gould’s action-tinkered piano. Pleyel and 
Landowska’s collaborative effort (see Chapter 2) ultimately produced a so-called old 
instrument, which was mostly authenticated by the fact that it wasn’t a modern piano, 
despite preserving many of its traits. 
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In contrast to traditional early-music performers such as Sigiswald Kuijken or 
Nikolaus Harnoncourt, whose audiences are mostly composed of early-music insiders, 
Landowska’s, Gould’s, and Sting’s performances have the potential to tell us far more 
about how early music is or has been perceived as Other music, since their performances 
are or were intended for a broader demographic, primarily composed of outsiders to early 
music. Landowska, by virtue of being a harpsichord pioneer and a world-class pianist, 
played early music for traditional music audiences, since substantial early-music audiences 
did not exist at the turn of the twentieth century. Gould also played and recorded early 
music for mainly traditional Classical-music audiences steeped in the mid-twentieth 
century jet-set culture of world-class touring artists, while Sting’s Songs from the Labyrinth 
has not only alienated, if I may use Dreyfus’s terms, the pop star’s devoted rock-music 
audience but, as Sting’s crossover recording held the top spot on Billboard’s Traditional 
Classical Albums chart for over three months, also defamiliarized Dowland for mainstream 
Classical-music devotees who may have been acclimated to the idea of historically 
informed performance but certainly not early-music performances given by historically 
informed rock stars.  
Yet despite their audiences and outsider relationship to the movement, all three 
performers signify common doctrines of early music in terms of sound and musicological 
inquiry. Landowska not only performed on the harpsichord, but also historically advocated 
the use of period instruments in her treatise on performance practice Musique Ancienne 
and at her early-music finishing school in Saint-Leu-le-Fôret. I already have made the 
argument for Gould’s place in early music in terms of his sound and historical approach in 
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Chapter 2. And despite the pop-inspired gloss, Sting and lutinist Edwin Karamazov’s 
Dowland performance also sounds historically informed, strategically supported by 
musicologist David Pinto and early-music director and lutenistA nthony Rooley, whose 
contributions to the project as musicological consultants, of sorts, are revealed in a scene 
of the DVD release of the making of The Labyrinth (Sting 2007). Pinto, Rooley, 
Karamazov, and Sting ruminate on Dowland’s life and music while lounging next to a 
fireplace in a Victorian living room with glasses of Cabernet in hand.  And it seems the 
consultations were worth it; if we put Sting’s grainy speech-like voice aside, which in 
certain contexts could also be conceived as historical, the text-driven tempos, acute 
attention to word painting, and intimate delivery reflect many of the espoused and sounded 
doctrines of the movement.  
As outsiders with insider knowledge, Landowska’s, Gould’s, and Sting’s 
historically informed Other Performance are strikingly foregrounded against the expected 
norms of their non-early-music audiences, thus better illuminating the exoticist perceptions 
of the movement. To define and understand these perceptions, I shall use four slightly 
differentiated yet complementary lenses of otherness—instrumentation, style, attitude, and 
assimilation—which I shall detail later in this chapter, but first let us look at the qualities 
of exoticism most relevant to the early-music revival, the ones most applicable to building 
an exoticist framework for the performance and reception of early music. 
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Orientalism’s Hegemony, Exoticism’s Reciprocity, The Third Space 
The modern beginnings of exoticism or Orientalism are traced to Said, who in his 
influential book Orientalism (1978) compellingly outlined it as a one-way power 
relationship between the imperialist West and the subservient East. Due to its hegemony, 
Said essentially saw Orientalist scholarship as a conflict of interest, claiming that “no one 
writing, thinking, or acting on the Orient could do so without taking account of the 
limitations on thought and action imposed by Orientalism” (Said 1987:3). Although 
apropos, Said’s notion of Orientalism as an inherently biased critical endeavor alienated 
exoticism as a critical tool for intellectual engagement. But over time (especially in the 
post-Said era), exoticism has been differentiated from the problematic hegemony and 
geographic orientation of Orientalism. Seen more as a two-way or reciprocal relationship 
between the exot and exotica (along with which hegemonic trappings are still to be 
reckoned), exoticism has reemerged as a viable and illuminative critical framework for 
cultural study (Santaolalla 2000:11). And most important to this discussion, the notion of 
reciprocity in terms of cultural interaction has become an integral part of exoticist theories, 
as proposed by the literary theorist Homi Bhabha: 
[Exoticism as a] language of critique is effective not because 
it keeps forever separate the terms of the master and the 
slave, the mercantilist and the Marxist, but to the extent to 
which it overcomes the given grounds of opposition and 
opens up a space of translation: a place of hybridity, 
figuratively speaking, where the construction of a political 
object that is new, neither the one nor the other, properly 
alienates our political expectations, and changes, as it must, 
the very forms of our recognition of the moment of politics 
(Bhabha 1994:37).   
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Bhabha sees the political object constructed through exoticism by means of 
negotiation, not negation as inferred with Orientalism (Bhabha 1994:38). According to 
Bhabha, the construction of the political object breaks new ground, ultimately producing 
what he calls a “third space” that is “appropriated, translated, rehistoricized and read anew” 
(Bhabha 1994:55)—a space in which “the meaning and symbols of culture have no 
primordial unity or fixity” (Bhabha 1994:55).  By engaging with exotica, the exot’s 
expectations are properly alienated, which not only changes perceptions of the exotic 
object, but also changes how the exot conceives of itself in relation to that object. Along 
these exoticist lines, the early-music movement through acts of appropriation, translation 
and re-historicization not only alienates the musical work, but also those performing and 
listening to it. Shelemay’s and Dreyfus’s notions of defamiliarization ring loud and clear 
in such a view, as early music defies expected norms with exciting new sounds and colorful 
performance styles. In other words, early music’s defamiliarization is Bhabha’s 
constructed political object, which alienates our political (musical) expectations, and 
changes, as it must, the very forms of our recognition of the moment of music making.   By 
engaging in an Other performance, the early-music listener and performer ultimately 
coalesce in a new space of musical translation, a Third Space where the music’s traditional 
meaning and symbols have lost their primordial unity or fixity. Perhaps Lawrence Kramer 
envisions a similar “space” in his account of performance as a duality in “counterpoint” 
between the “interpretation of something” and the “presentation of something to be 
interpreted.” He argues that the dynamism between such views “greatly expand both the 
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variety of ways in which a musical score can be performed and the variety of ways in which 
any of its performances can be heard” (Kramer 2011:275-77). 
 
Early Music’s Sonic Overlap   
Yet despite exoticism’s recently acknowledged reciprocity, the imperialist 
conceptions of difference more associated with Orientalism still bear relevance to the early-
music movement, where power relationships not only are (re)negotiated between the 
movement and the mainstream, but within the movement itself.  Shelemay recently shed 
more light on the workings of these inter- and intra-movement relations in her discussion 
of musical communities (Shelemay 2011), where she identifies the early-music movement 
as one of dissent “against mainstream Western musical values [that] emerges through acts 
of resistance against an existing collectivity” (Shelemay 2011:370). She suggests that 
dissent communities “are almost always at least partial offspring of the forces they 
challenge, hence the close and interactive relationship between descent and dissent, and 
the possibility that they can, for long periods of time, overlap” (Shelemay 2011:372). 
Shelemay’s notion of overlap, in relation to coexisting with and resisting an established 
collectivity, plays out in a myriad of ways in the movement, especially in terms of its exotic 
sound.  
 Through most of the twentieth century, the movement’s Otherness challenged 
notions of performance expounded by traditional performers. At the beginning of the 
century, early-music performers, as with all performers, were steeped in the nineteenth-
century manner of playing, and it was only through acts of resistance that early-music 
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performers dissented from the ranks, slowly formulating, forwarding, and defending an 
Other sound. Landowska’s well-documented career path (Restout 1965; Cash 1990, 2000; 
Fauser 2006; Elste 2010) is representative of such dissension.  As a child prodigy, she 
studied piano at the Warsaw Conservatory and the Hochschule (as well as composition) in 
Berlin, going on to have a high-profile performing and recording career as a pianist, but 
her interest in publicly performing the works of Baroque composers on the harpsichord 
was most probably sparked by her proximity to the Musikinstrumenten-Museum in Berlin. 
Yet, it was not until she moved to Paris in 1900, where she met Vincent d’Indy, Charles 
Bordes, and Albert Schweitzer and started to teach at the Schola Cantorum, that she began 
to program the harpsichord on her recitals. Early on, she frequently played the harpsichord 
as an encore of the music already performed earlier in the recital, essentially Othering 
music right before the eyes and ears of her audience. 
In support of this dissension, Landowska wrote Musique Ancienne (1923 [1909]), 
where she vehemently argued against the widely held belief that music has progressively 
become more beautiful over time. She asserts, rather, that the use of historically appropriate 
instruments, styles, and orchestrations reveal the magnificence of seventeenth and 
eighteenth music, which otherwise is obscured by pianos, slow tempos, oversized choirs, 
and exorbitant string sections. To today’s reader or even one from the last quarter of the 
twentieth century, it might feel as if Landowska in Musique Ancienne is “fighting 
windmills,” as Putnam Aldrich put it in the early 1970s (Aldrich 1972:461). But unlike 
those of Cervantes’s demented Spaniard, Landowska’s windmills in the early twentieth 
century were more than figments of the imagination, as the ignorance of old music and the 
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resistance to performing it on old instruments were very real. Mounted on her metallic 
harpsichord with a lance of authenticity firmly pressed under her arm, Landowska—as 
rebel offspring to her traditional music-making roots—not only Othered the sound of 
frequently performed composers, such as Bach, Handel, and Haydn, but also brought to 
the fore keyboard works by obscure (and thus more exotic) French Baroque composers, 
such as Rameau, d’Anglebert, and Couperin. 
The interactive relationship between descent and dissent communities described by 
Shelemay is also evident in Landowska’s attitude about music making, which was shaped 
by notions of Romanticism and (early-music) modernism. Landowska’s performance 
philosophies about early music overlapped, in Shelemay’s terms, with notions typical of 
her upbringing as a world-class pianist, as Landowska once proclaimed that even if 
Rameau would “rise from his grave to demand of me some changes in my interpretation of 
his Dauphine, I would answer, ‘You gave birth to it; it is beautiful. But now leave me alone 
with it. You have nothing more to say; go away!’” (Landowska 1965 [1965]:407). Here, 
despite her allegiance to composer’s intentions, Landowska reveals that her nineteenth-
century performer-oriented roots remained at least partially intact. Such overlap, whether 
it is her performance philosophy, hybrid Pleyel harpsichord, or highly personalized (so-
called Romantic) style, has put Landowska on shaky grounds in terms of her standing in 
the modern early-music movement from the 1960s onward. 
 Shelemay’s notion of overlap can also be detected in developments of the 
movement in the late twentieth century, when the early music’s Other performance 
assimilated into the mainstream. Early-music performers were re-Othered within the 
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context of mainstream music-making, while traditional performers appropriated the 
differentiated style in their own performances, essentially Othering themselves. These acts 
of sonic hybridity coupled with the downfall of authenticity have challenged the early-
music movement in terms of how it produces its Other sound, a process previously signified 
by the use of exotic instruments (period instruments) and or reference to historical sources, 
such as facsimiles and treatises. With the proliferation of early-music recordings and the 
prevalence of historically informed performance departments in traditional conservatories, 
performers are now able to make the differentiated and differentiating sound of the 
movement without fully committing themselves to musicological endeavors or even by 
playing period instruments (Kenyon  2012:26-8). The sound of Jan Willem de Vriend’s 
modern-instrument early-music ensemble Combattimento Consort Amsterdam is 
representative of how an ensemble can convincingly produce the Other Performance on 
traditional instruments.  
Despite the use of natural trumpets, harpsichord, the lute and viola da gamba (both 
of which lack modern-day equivalents), it is almost impossible to tell that the performers 
on Combattimento’s recording of Heinrich Biber’s Sonatae tam aris quam aulis servientes 
(Combattimento 2006) are playing so-called historically inappropriate string instruments.  
Using metal strings, tourte bows, fine tuners, and shoulder and chin rests, the sound of 
Combattimento’s string section is convincingly historically Other. The players utilize a 
highly varied and expressive vibrato and render Biber’s rhythms in a driving electrifying 
groove, producing a finely etched, highly transparent, and fundamentally grounded early-
music sound, which I have already described in Chapter 2. In fact, Combattimento’s 
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performance resembles those of early-music insiders, such as Reinhard Goebel’s high-
octane Brandenburg Concertos (Goebel 1987) and Il Giardino Armonico’s “rough-and-
tumble” (Kluge 2014) interpretation of Vivaldi’s Four Seasons (1994). Indeed, 
Combattimento’s performance of Sonatae tam aris is as highly provocative and 
transformative, as Biber has been Othered by an early-music outsider sounding as if it uses 
insider means.  Thus, the application of Shelemay’s overlap to early music more than 
illuminates insider-outsider relationships of the movement, it also challenges traditional 
notions of authenticity, especially in terms of fabricating and validating a highly 
differentiated early-music sound—terms that I would like to briefly explore further in 
relation to the fabrication and validation of world music. 
 
Early Music, World Music, and Fabricating Authentic Otherness  
Kelly’s observation “early music is like ‘world music’ in the sense that it provides 
listeners with something outside their own culture, their own tradition, their own 
experience” (Kelly 2011:2), sheds further light on the validation of performed authenticity 
and otherness within the movement. World music is the quintessential Other. It is a sound 
negotiated by the West through various acts of appropriation, re-historicization, and 
authentication, and such acts are also integral to the early-music movement, whose 
members set out to sonically construct and define its (and their) Otherness. Evident in 
Kelly’s reflections and in Binkley’s previously discussed efforts to associate world-music 
performance traditions with those of Medieval Western music, world music and early 
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music are related in terms of how their sounds are authenticated and exoticized, warranting 
a look at the means in which the sound of world music is constructed and validated.   
In a recent concert review, world-music critic Howard Male deemed the 
performance of African ensemble The Kalahari Surfers excessively techno-based and 
“1980s-slanted” (Male 2010).  He was not convinced by the Western sound of The Surfers, 
who according to him lacked the proper ingredients to be Other enough. Male provided in 
his review the requisite ingredients for concocting a truly authentic African sound: 
It should have polyrhythms aplenty; at least one vegetable-
based percussion instrument; some call and response vocals 
(requiring audience participation, obviously), and no more 
than one song in a minor key (Male 2010).   
 
Authenticity, once described as the “currency for the marketplace of cultural 
difference” (Root 1998:78), is an integral ingredient in Male’s exotic recipe. I imagine The 
Surfers might argue otherwise, of course, and claim to be (and even sound), well… African. 
But the sound of world music is not only authenticated by the performer, but also (mostly 
so) by the Western listener. And as with any currency, authenticity constantly fluctuates 
within the “tangled webs of ever-changing circumstances and readings of identity” 
(Longley 2000:23). Thus world music is a fluctuating sound perpetually constructed, 
identified, and authenticated by its listener or exot. It is a constantly reinvented sound. 
Along similar lines in literary circles, Kateryna Longley asserts that authenticity 
and exoticism together can be used to analyze the wider social implications of invented 
authentic stories. Taking as her point of departure Helen Demidenk’s misrepresentation of 
her own background to support her book (Demidenko 1995) of contrived first-hand 
accounts of Ukrainian complicity in the Holocaust, Longley sees in such efforts “the desire 
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to enter forbidden territory, whether in the imagination or physically, to partake of 
otherness and to stake a claim” (Longley 2000:23). In terms of early music’s invented 
sound, Longley’s image enlightens us as to how members of the early-music movement 
stake out sonic territory through imaginative and physical acts of performed Other, by 
reenacting old performance styles on old instruments. As with world music and historical 
fiction, early-music performers and listeners construct, identify, and authenticate a sound, 
an Other Performance where “the pastness of the present and the presence of the past” 
(Taruskin 1987) fluctuate in a tangled web of ever-changing performance aesthetics and 
notions of validation—all of is well steeped in reciprocity between the exot and its exotica. 
Early music’s reciprocity was first brought to the fore in English-speaking circles 
when Taruskin, in his provocatively titled article of the 1980s, argued against historicism 
as a defense for the early-music sound and alternatively for its reciprocity, asserting that 
the effort to produce an authentic sound ultimately reveals more about current sounds rather 
than those of who composed, performed, and listened long before us (Taruskin 1987).  
Early music then, in Bhabha’s terms, is a political object that opens a new space of musical 
interpretation where performers and listeners simultaneously engage with the present and 
past, all of which is manifested in an Other Performance. Which begs the question, why 
engage in these acts of Othering? 
 
Recuperative Exoticism and the Early-Music Experience 
Earlier in this chapter I discussed a number of individuals (critics, composers, 
performers, and listeners) that claimed to be rejuvenated by the early music’s otherness, 
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and indeed, such a notion, mostly within literary circles, has received critical attention. 
Literary and cultural theorist Isabel Santaolalla (2000) sees the act of Othering objects and 
peoples as not only a signification of authenticity, but more importantly as a way of 
providing spiritual or psychological fulfilment (11-13), as the exot “appropriates a 
‘colonised’, domesticated version of an Other to meet its own needs” (10). As with Bhabha, 
Santaolalla reminds us that exoticism’s multidirectional and polyvalent nature provides 
“new ways to look at old practice,” making it highly applicable to “wider operational—
“exoticisable”—contexts” (13). Perhaps new ways to look at old practice evokes the worn-
out adage “old wine in new bottles,” sometimes applied to neoclassical composers, but also 
to early-music performers who rebottle canonic repertoire in new performance conventions 
(Skeaping 2006). Exoticism’s reversibility or reciprocity is evident in such acts of 
vinification, as the movement “makes it possible to turn the tables, [thus] making it a 
strategic interpretive tool for [new] readings of cultural interaction” (Longley 2000:24).  
Dreyfus has already hinted at such table turning in terms of the movement’s broader 
cultural implications, claiming that early music constitutes “a late twentieth-century 
ensemble of social practices,” rather than only a collection of works that “occasion the 
interest” (Dreyfus 1983:298). Robert Morgan (1987) also saw the movement as a greater 
social interaction, although a very poor one, claiming authentic performance is a tell-tale 
sign of a society in cultural decline—one lacking its own style and identity. Against this, 
Taruskin (1987) counters that the infatuation with old performance styles is the pinnacle 
of high modernism, the final push away from the nineteenth century and into the full sonic 
embrace of the new. In other words, early music isn’t rebottled, it is a new vintage. John 
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Butt, meanwhile, broadens Taruskin’s modernist paradigm, seeing the movement as a 
synthesis of Romanticism, modernism, and post-modernism, as an opportunity for radical 
enlightenment that “grounds us in the present through renewed engagement with the past 
and in a way that has never been possible or necessary before” (Butt 2005 [2002]). 
Foreshadowing Butt’s notion of sociological enlightenment, Lydia Goehr went so far to 
prescribe early music as a remedy for society’s ails, believing it may “help us overcome 
that deep-rooted desire to hold the most dangerous of beliefs, that we have at any time our 
practices absolutely right” (Goehr 1992:284). Getting it absolutely right implies that 
something is wrong, and the widely promoted desire of the movement to achieve authentic 
performance (and the implied reproach of desires deemed less so) has deflected critical 
interdisciplinary attention from early music as a highly dynamic recuperative social 
practice.  
But early music is more than an unachievable attempt to unequivocally define an 
old sound, it is a “multifaceted world of musical and cultural experience” (Shelemay 
2001:11) shaped both by intertwined temporal notions of pastness and presentness, and by 
geographical notions of distant lands viewed from our own locale (our own distanceness).  
These temporal and geographical notions of distance are sonically manifested in an Other 
Performance that, in the words of Butt, “teaches us how things were different, how they 
could have been different, [helping] us create imaginary worlds, just like those of fiction, 
that chime with our own while revealing crucial differences” (Butt 2005 [2002]:46). 
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Segalen’s (Landowska’s) Difference 
The notion of early music as an enriching experience of difference bridging the past 
with the present has its roots in the same time and place as the beginnings of the movement. 
Segalen, aiming to sever exoticism from the “imperialist conceptions of difference” and 
instead establish it as an aesthetic understanding of the Self (Segalen 2002 [1904-1918]:2), 
asserted that an exot could metaphorically go “back [into] history [to] escape from the 
contemptible and petty present” in search of “the elsewhere and the bygone days” (24). 
Segalen aligned exoticism with individualism, that “only those that have a strong 
individuality can sense difference” (20).  Segalen claimed that “those who are capable of 
tasting the exotic are strengthened, enhanced, and intensified by the experience” (Segalen 
2002 [1908-1914]:40). Segalen claims that exoticism was not about the exotica, but how 
the exot was transformed by it as he or she becomes “other than one’s self” (Segalen 2002 
[1908-1914]:XIII):   
[Exoticism] cannot be about such things as the tropics or 
coconut trees, the colonies or Negro souls, nor about camels, 
ships, great waves, scents, spices, or enchanted islands. It 
should be understood that I mean only one thing, but 
something immense by this term: the feeling which Diversity 
stirs in us (Segalen 2002 [1908-1914]:46-7).  
 
Here, Segalen’s “stirring diversity within us” doesn’t refer to the modern sense of 
multiculturalism or the close coexistence of cultural differences, but rather to the 
recognition of absolute differences between cultures in the world, which he saw breaking 
down due to processes of democracy, feminism, and multiculturalism (Segalen 2002:3). 
Albeit highly contradicting in post-colonial discourse, perhaps explaining why Segalen 
never finished his manuscript (he couldn’t rectify an embrace of diversity without 
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integrating it), such a view of diversity or absolute difference, better understood within the 
context of colonialism and the infatuation with progress, aligns Segalen on a larger 
conceptual level with Landowska and her advocacy for appraising old music on its own 
terms. Landowska argued that old music was fundamentally different from contemporary 
music, yet it was still brilliant, quipping in Music of the Past (1909), published when 
Segalen was drafting Essay on Exoticism, that today’s “composer is not only persuaded 
that music walks—nay, runs—gasping and breathless along the path of progress, but that 
the best works of times past were created merely to serve as stepping-stones” (Landowska 
1924 [1909]:6).   
Segalen also recognized the utility of exoticism’s reciprocity, and it is quite 
probable that he had opportunities to discuss these notions of diversity with Landowska. 
Segalen’s time in Paris (1901, 1905-1909, 1913-1914) coincides with Landowska’s pre-
World War I residency (1900-1913), when Segalen and Landowska worked in the same 
literary circles. They both published with Mercure de France, where Segalen became 
acquainted with poet, novelist, and critic Remy de Gourmont (Segalen 2002 [1908-
1914]:73n4). Landowska most probably knew Gourmont, who moved in the social circles 
of the writer and salonnière Natalie Barney, whose infamous soirées brought together the 
most prominent musician, composers, artists, and writers living in Paris. Apparently, 
Landowska performed on the harpsichord at one of Barney’s costume parties in 1910 with 
Gourmont in attendance (Rodriguez 2002:194-5; Kjar 2011:84). Even though this 
performance took place when Segalen was out of town, it is probable the two of them were 
keenly aware of each other and perhaps met at some point at one of Barney’s soirées. 
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Segalen’s notion of regeneration through acts of Othering is also present in 
Binkley’s pursuit of the early-music sound. By engaging with living musical practices of 
non-Western cultures, Binkley (using Segalen’s words) strengthened, enhanced, and 
intensified his efforts to authentically regenerate a long-lost sound.  According to Shull, 
ethnographic endeavors such as Binkley’s present “an opportunity to explore Early Music 
as a creative living tradition rather than as an inevitably imperfect mirror of lost cultures” 
(Shull 2006:88). The negotiation between what once was and what now is resonates with 
Segalen’s notion of exoticism as a living aesthetic, where individuals, such as Binkley, 
engage with the Other to stir feelings of diversity within themselves and with those that 
listen to their performances.  
Landowska’s previously discussed séance with and dismissal of Rameau—“you 
gave birth to [Dauphine], but now leave me alone with it you have nothing more to say; go 
away!”—is also representative of early music’s recuperative reciprocity, as Landowska’s 
Othering of Rameau’s masterwork, in Santaolalla’s terms, turns out to be a colonizing act. 
In lieu of the composer’s intentions, Landowska appropriates Rameau’s Dauphine to 
satisfy her own (and presumably her audience’s) needs or intentions. Thus, it only makes 
sense that when Landowska finds herself face-to-face with Rameau the poltergeist, whose 
intentions to which she all along had strived to closely adhere, she has no problem showing 
him the door. Referring once again to Bhabha, Landowska, her audience, and Rameau’s 
Dauphine now inhabit the third musical space where the Other Performance sonically 
negotiates between composers’ intentions, performers’ desires, and audience members’ 
expectations.  
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IV. Four Other Case Studies 
Using four brief case studies, I will view the movement through an exoticist lens in 
conjunction with the theoretical approaches discussed above in hope of gaining a better 
understanding of why and how early music, as a regenerative authenticating sonic-cultural 
experience where the “’otherness’ of the past remains ever-present (Shelemay 2001:9), 
supplies jouissance for its performers and listeners. I will fine-tune this lens by using four 
topical and quasi-chronological settings, of sorts—instrumentation, style, attitude, and 
assimilation—in hope of providing a detailed picture of a movement fluctuating between 
various states of performed differentiation. 
 
Case Study 1: Other Instrument 
In the early twentieth century, most early-music musicians differentiated 
themselves by the sound of their instruments, and perhaps the most prominent Other 
instrument was the harpsichord, made particularly famous by Landowska, as already 
discussed in great detail above.  Landowska attracted audiences from around the world to 
her concert hall in St-Leu-de-Fôret in the 1930s. Perhaps it is no accident that Landowska 
was also part of Gabriel Astruc’s Parisian production company that included other exotic 
acts, such as an American blackface minstrel show (Kahan 2009 [2003]:139).   
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But Other instruments still make their way into the movement. Sigiswald Kuijken’s 
recent recital of and interview (Kuijken 2009a) on Bach’s cello suites performed on the 
reconstructed viola da spalla in Amsterdam’s jazz club The Bimhuis is an example of 
where both the instrument and the repertoire are Othered. Kuijken performs Bach’s music 
with a large, bowed bass-instrument strapped around his neck, claiming that his corporally 
displaced cello was the composer’s intended instrument (fig. 22).  In Longley’s terms, 
Kuijken’s transfer of the work from what we consider the cello—even the “Baroque” 
cello—to viola da spalla is an exotic appropriation of sonic territory. Kuijken’s viola da 
spalla has made its way into other masterworks, as a more utilitarian instrument. In his 
recording of Bach’s B-Minor Mass with La Petite Bande (Kuijken 2008), he uses the viola 
da spalla on the bass line, altogether replacing the cello (there isn’t a 16-foot bass 
instrument either). Kuijken’s record company promotes the recording by drawing on 
Santaolalla’s recuperative notion of exoticism, claiming Kuijken “throws a new, brilliant 
light on an old masterwork, which sounds fresh and pure” (Challenge 2009). 
 
Figure 22: Kuijken 2009a 
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Case Study 2: Other Style 
 Landowska and Gould both sound an Other style characterized by unusual and 
contrasting tonal colors, punctuated and highly differentiated articulations, and 
meticulously etched micro-phrases foregrounded against an overarching harmonic 
structure. As discussed in great detail in Chapter 2, these characteristics are present in the 
opening measures of Landowska’s 1937 recording of Mozart’s “Coronation” concerto with 
Walter Goehr as conductor and in both of Gould’s Goldberg recordings. Nearly 50 years 
later, Malcolm Bilson produced a similar sound on his recording of the Mozart piano 
concertos with John Elliot Gardner on period instruments.  In the liner notes, Neal Zaslaw 
essentially notated, codified, and authenticated Bilson’s sound as an eighteenth-century 
sound, as the early-music sound.   Likewise, I have also shown how Gould produced a 
similar what I call eroticized sound in his performances of Bach using sonic and visual 
contrast to sonic metaphorically span the distance between what is familiar and unfamiliar.  
 Recorder-player Frans Brüggen also displays an equally compelling Other Style in 
in his video (Brüggen 1967) of Telemann’s Third Fantasia produced in 1967 (fig. 23). In 
it, Brüggen is not only a provocative sounding artist, but also a visibly avant-garde one. He 
Figure 23: Brüggen 1967 
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performs while seated cross-legged in a white chair on a podium enshrouded by darkness. 
For Brüggen’s admirers, this Gould-like image of a hunched-over, musically introspective 
musician constitutes far more than an overtly personalized posture; it embodies an 
“untenable esthetic” of Other (Hedlund 1973) that was widely promoted by Telefunken in 
the 1960s. According to Haynes, Brüggen was “not only successfully sold as a solo 
recorder player but also a legend, a cult figure—a name that is inseparable from the idea 
of recorder, just like Xerox and photocopying, Ford and the car, or Hoover and the vacuum 
cleaner” (Haynes 1993:669).  If one considers the inherently mono-chromatic tendencies 
of his instrument, Brüggen’s style comes off even more tantalizingly alternative in terms 
of Gouldian contrast. He uses a piercing tone in the upper register and a dark almost 
bellowing sound in the lower one. His note lengths are dramatically differentiated, with the 
longest notes marked by a lugubrious vibrato, and he embraces a wide gamut of 
articulations, ranging from crisp and sparkling to slightly distorted. 
  
Case Study 3: Assimilated Otherness 
Figure 24: Harnoncourt 1988 [1983]
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As discussed above and in great detail in Chapter 2, Zaslaw’s sonic rubric provided 
a formula or doctrine for the Other Performance in the mid-1980s to eventually assimilate 
into the mainstream. One of the creators and most effective disseminators of that doctrine 
was Nikolaus Harnoncourt, whose recordings of the Bach cantatas on historical 
instruments and widely read publications on early music (Harnoncourt 1988 [1985]; 1989) 
did much to popularize the movement’s Other Performance. Harnoncourt’s video (1983) 
of Bach’s Brandenburg Concertos is one such example of early music’s assimilation. 
Dressed in formal concert attire in the library of a Benedictine monastery, the Concentus 
Musicus Wien, visually signified by a concert-hall formality typical of traditional 
performers, look stoic and established despite sounding entirely different from most 
musicians of the time (fig. 24).  
 Sting’s bold, self-indulgent performance of Dowland’s songs (Sting 2006; 2007) 
also reflects the movement’s assimilation, sonically adhering to Dreyfus’s and Zaslaw’s 
codes of Other performance. In “Can She Excuse my Wrongs” (Sting 2007), Sting sings 
(fig. 25) in a lively and lilting fashion, all the cadences are micro-etched, and the tempo is 
Figure 25: Sting 2007  
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vigorous and energized. And there is none of that so-called “Romantic” slowing at the end 
either, Dowland’s sprightly tune comes to an unprepared stop in classic early music 
fashion. Despite his breathy onsets and steely tone, Sting interprets this music as a 
historically informed performer. Yet it is perceived differently. English literature scholar 
Audrey Becker asserts that Sting’s vocal production “re-voices” Dowland’s music, 
situating his performance outside the boundaries of the movement (Becker 2012:55).  
Arguably, Sting’s Dowland not only lies outside the movement, but well outside the 
Classical music world.  
 But is there really a conceptual difference between Sting’s Dowland and 
Harnoncourt’s Brandenburg Concertos? Both adhere to Dreyfus and Zaslaw’s sonic codes 
of authenticity, both reflect the Other style, and both use Other instruments. In similar 
fashion to Harnoncourt’s reinterpretations of Bach from the 1960s onward, Sting’s 
Dowland project is an exotic act of recuperation and the sound he produces is essentially 
an early-music sound that reflects the assimilation of early music into mainstream music-
making.     
 
Case Study 4: Other Attitude or Freeing the Exot  
Furthermore, Sting’s video performance of “Can She Excuse my Wrongs” also 
reflects the movement’s Other Attitude, which can be traced in early music from 
Landowska to the present day. Sting admits with Songs from the Labyrinth he has put 
himself in a “vulnerable position,”  (Sting 2007:36.02) but he claims to have found within 
the early music movement’s walls a kindred spirit:  
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John Dowland was our first alienated singer/songwriter, a 
totally conflicted man, but a genius musician. We’re just 
following in his footsteps (Sting 2007:36.02). 
 
Sting communes with Dowland through his lute player Karamazov, who he claims 
“doesn’t seem to belong to the twenty-first century” (Sting 2007:9.47). Karamazov 
conjures Segalen’s sense of “elsewhere and bygone days,” as Sting is confronted by the 
ghost of Segalen’s “other than one’s self” (Segalen 2002 [1908-1914]:XIII). Sting 
ultimately embraces the “other,” claiming Dowland “opens up a new set of possibilities” 
for him (Sting 2007:36.47). And perhaps we embrace Sting’s otherness. His self-absorbed 
attitude, breathy onsets, and nasal vowels signify the truly “authentic” Dowland, an exiled 
singer/song writer who writes for his own voice and fretted axe.  Accordingly, Sting 
acknowledges that even though he lacks the early-music voice listeners expect today, he 
does provide a sense of authenticity to the performance, claiming that Dowland’s songs 
were essentially written for someone like him, as they were the “pop music of the day” 
(Kozin 2006). 
Sting’s authentication of his Other Performance is evident in the means by which 
he prepared for the recording. In the making of Songs from the Labyrinth, Karamazov, an 
established member of the early-music movement, describes the nature of his collaboration 
with Sting. He predictably highlights a mainstay of historically informed performance: 
scholarly rigor tinged with an archeological perspective, bound together by a revivalist 
rhetoric bordering on religiosity:    
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Being a performing musician means looking at a thousand 
pages of scores, when you look at them it is just like looking 
at the bones, at the skeleton. I think in a way we are trying 
to add the flesh, to make it alive (Karamazov in Sting 
2007:37.05).   
 
 Sting also reflects on his collaboration with Karamazov, but uses rhetoric more 
familiar to him, claiming that “[the music] evolves as I become more comfortable with 
what I am doing” (Sting 2007:37.26). He may claim to follow in the footsteps of Dowland, 
but ultimately Sting makes this music alive through himself, using a rhetoric that puts him 
not the composer at the center of the process. Such agency links Sting with Landowska, 
who in her dismissal of Rameau also used rock-star rhetoric.  
 Once again Segalen provides us with an analogous exoticist framework for viewing 
this codependent but adversarial relationship between performer and composer, 
suggesting: 
It may be that Freedom is one of the characteristics of the 
Exot, that is, being free with regards to the object that is felt 
or described, at least at that final phase when the Exot has 
moved away from the object (Segalen 1995 [1908-
1914]:34). 
 
Could it be that Segalen’s notion of being free from the object at the final stage is 
in fact early music’s (Bhabha’s) Third Space where the perceived historical meaning of 
music have no primordial unity or fixity? Does this perhaps explain Landowska’s dismissal 
of her beloved Rameau and Sting’s open acknowledgment of himself in his interpretation 
of Dowland? If so, perhaps there is no better depiction of moving away from exotica in the 
final stage and into the Third Space than Sting’s four-part music video of Dowland’s “Can 
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She Excuse my Wrongs” (Sting 2007:7.00). This performance (fig. 26) takes place in an 
Elizabethan parlor room, where Sting sits as an apprentice to Karamazov and his 
bedazzling lute in front of a crackling fireplace. Karamazov’s sorcery draws Dowland’s 
music, word for word, out of Sting’s mouth. But after a devilishly virtuosic lute interlude, 
Sting suddenly leaves his master and teleports across the room to a four-part choir fully 
staffed by him. Situated around a facsimile score on a small table, the four Stings perform 
a musical séance: each voice beckons and embraces another; each Sting beguiles and 
encircles another Sting. And no matter which path you follow, Dowland’s labyrinthine 
setting can lead you to only one person—a punkish rock star.  
The music surges to a sudden halt and, as if the sun was about to rise, the four Stings 
and their nearly forgotten sorcerer disappear without a trace. Sting embodies Dowland in 
the same way that Landowska embodied Rameau, so much so that if Dowland and Rameau 
would reappear, they probably wouldn’t even recognize their own music, and I have a 
feeling neither Landowska nor Sting would mind.  
Figure 26: Sting 2007 
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  I cannot help but wonder what Oscar Wilde would have thought of this exotic 
embodiment: the whole of historically informed performance is pure invention, he might 
say. There is no such thing as historically informed; it is simply a mode of style, an 
exquisite fancy of art. So perhaps Sting’s exotic frame is not so new, but rather a recycled 
one that was discarded by those advancing a different notion of “authenticity” in the 
1960s—perhaps the frame that mounts Sting’s Dowland, once framed Wanda’s hocus 
pocusness. 
 Some traditional early-music groups, in an effort to establish an Other attitude, have 
taken on the persona of rock bands. I already pointed out what we could call Landowska’s 
rock-star tendencies in the early twentieth century, but recent early-music ensembles have 
become even more rock-star by incorporating costumes, scenery, and popular music into 
their performances. Il Giardino Armonico’s video (2001) of Tarquinio Merula’s 
“Ciaccona” opens in a deserted Italian piazza (fig. 27). With an over-exposed lens, the 
camera pans a close-up over the performers donning sunglasses. The narrator sings the 
Figure 27: Il Giardino Armonico 2001 
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ciaccona’s ground bass, giving way to the lute and the rest of the continuo section, at which 
the whole scene starts to resemble a U2 video of the mid-1980s. The lead violinist, sporting 
a flowing white silk scarf, trades Merula’s virtuoso lines with his violin partner in the same 
manner that a jazz quartet trades fours—and the camera follows every move at a dizzying 
rate. The ground bass grooves hard. The ensemble rocks.  
 Within the traditional context of historically informed performance as advocated 
by Sol Babitz, for instance, Landowska and Il Giardino Armonico’s performances do not 
reflect or contribute to the makeup of the authenticist early music movement. But when 
authenticity is folded into the larger notion of exoticism, a more illuminative framework 
for critically discussing these performances and their reception emerges. Indeed, Otherness 
emerges as a primary driving force for shaping the early-music movement. 
 
Insiders Sounding as Outsiders 
Viewing early music with an exoticist framework also more favorably elucidates 
what is sometimes negatively perceived as lapses in the authentic fervor of prominent 
members of the movement, such as keyboardist and conductor Ton Koopman. Despite 
pioneering and advocating for historically informed performances of Bach (and thus 
recording the complete Bach cantatas on period instruments), Koopman twice recorded at 
the turn of this century arrangements of cantata movements for solo cello and orchestra 
with Yo-Yo Ma (Simply Baroque 1999; 2000). Their performance of “Air On a G String” 
with Ma playing the choral melody on cello invokes the lush, early twentieth-century sound 
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of Leopold Stokowski’s Bach arrangements of the 1920s and 30s, a sound the early-music 
movement heard as irreverent, setting out to squelch it in the 1960s.  
It is difficult to critically discuss such a historically circuitous performance using a 
framework of authenticity, as Koopman and Ma’s recording can only play-out as 
commercial, regressive, and hypocritical. Yet it is not necessarily so within an exotic frame. 
Koopman and Ma’s effort to not only re-orchestrate but also stylistically re-romanticize 
Bach using period instruments rejuvenates a revival movement’s sound that, due to its 
success, has to some extent become common fare. Thus, Koopman and Ma’s performance 
once again reveals a movement still fixed on Othering itself by whatever means possible, 
even if, in this case, it has nothing to do with the intentions of the composer—or even the 
performance conventions now strongly associated with the early-music movement, as 
Simply Baroque not only resonates with Sting’s self-oriented four-part “Can She Excuse 
my Wrongs,” but also the attitudes displayed by earlier early musicers, such as Landowska 
and her blatant dismissal of Rameau.  
As discussed earlier, in “The Quiet Metamorphosis of ‘Early Music’,” Dulak put 
forth “post-modern early-music performance practice” (Dulak 1993:61) as a more viable 
name for similar happenings in the movement.  And I imagine Butt, who also grapples with 
postmodernist post-authenticity early-music performances in his book Playing with 
History, might also hear Simply Baroque as a postmodernist mix, as a “reactionary wolf in 
countercultural sheep’s clothing” (Butt 2005 [2002]:165). But Dulak’s and Butt’s efforts 
to define the movement with contradicting nomenclature stems from the supposition that 
authentic performance must be its unifying tenet. In this chapter, I challenge that 
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supposition by putting forth exoticism as a more relevant framework for discussing how 
early-music performances over time construct and reflect a movement and, conversely, 
how that construct affects its performers and its public. For with early music on the whole, 
it is not necessarily all about getting it right, historically speaking, but rather, if I may repeat 
Butt’s words once again, it is about “teaching us how things were different, how they could 
have been different; it [is about helping] us create imaginary worlds, just like those of 
fiction, that chime with our own while revealing crucial differences” (Butt 2005 
[2002]:46). 
Yet authenticity is still an integral part of the movement’s story, but where it truly 
lies is not in the exotic sound itself, not in the composer itself, but in the discourse early-
music performers have with their audiences on that sound, a discourse I shall explore in 
the next chapter. 
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CHAPTER 4 
HEARING EARLY MUSIC:  RETRO-PROGRESSIVE PERFORMATIVITY 
 
“It’s Morning Again in America” 
With his mantra “it’s morning again in America,” the narrator of Ronald Reagan’s 
campaign commercial for reelection in 1984 lures viewers into the future by channeling a 
nostalgic past signified by images of recently married middle-class couples, freshly cut 
suburban lawns with white-picket fences, and boys on bicycles dutifully delivering 
newspapers—all patriotically punctuated by the raising of numerous American flags. 
Reagan’s campaign vignette provides a pertinent backdrop for this chapter on revivalism. 
His highly successful effort to blot out the Carter years (as well as the 1960s and 70s) and 
look to the 1950s reveals the effectiveness of progression via regression, what I call retro-
progressivity. Grass roots organizations also prospered in an environment where one 
advanced by looking backward, such as the National Main Street Center’s (NMSC) 
advocacy of small downtown districts curbing of suburban sprawl. Well-known books and 
films of the decade also depicted a better life drawn from the past. Garrison Keillor’s folk 
in Lake Wobegon (Keillor 1985) seem—if ironically—to hold the same Midwestern values 
as their nineteenth-century predecessors, and the protagonist of the blockbuster film Back 
to the Future (Zemickis 1985) literally went to Reagan’s childhood past to fix the present 
and set a course for a better future. It was, indeed, morning again in America, primetime 
for Reagan and the New Right’s “populist conservatism” (McGirr 2001:192).  
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Renewal via revival also prevailed with the populist New Left. Embracing ideals 
of New History, historians reinterpreted the story of America in more progressive frames, 
openly addressing entrepreneurialism, imperialism, and racism in the country’s most 
patriotic moments. The Enola Gay Exhibit’s display of the Hiroshima bomber 
empathetically included a narrative on the suffering of the Japanese people (Swigger 
2011:162), while the Smithsonian Institution’s “The West as America: Reinterpreting 
Images of the Frontier 1820-1920” consciously incorporated the exploitation of Native 
Americans in the account of Western advancement (Swigger 2011:162).  
The 1980s was the golden age of retro-progressivity, when revivalism moved from 
mainly alternative circles in the 1960s and 70s to the mainstream, where it has for the most 
part remained. As we will see below, revivals inherently lay claim to the “future of the 
past” (Howard 2012); and, most pertinent to this dissertation, they make their historical 
claims with performative acts of authenticity. In other words, rather than a mere product or 
one-way performance, these acts constitute a retro-progressive participatory experience for 
both the performer/producer and the listener/consumer; and, in particular, it is the 
reciprocity of early music’s participative act that constitutes the focus of this chapter. 
 
Three and a Half Revivals 
 
Ten years ago, an old Victorian house like the one we 
adopted seemed to have a bleak future ahead of it, but today 
buyers are taking a fresh look at residential real estate that 
once would have dismissed as hopeless. 
—Bob Vila, This Old House (1980) 
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How can something new and substantial, not eccentric and 
fraudulent, be developed when the meaning of what's old is 
not known? 
—Wynton Marsalis, “What Jazz is—and Isn’t” 
(1988) 
 
In the name of productivity, Fast Life has changed our way 
of being and threatens our environment and our landscapes. 
So Slow Food is now the only truly progressive answer. 
 —Carlo Petrini, Slow Food (2001) 
 
Through the original scoring, we gain access to things that 
were obscured since Bach’s lifetime. 
 —Joshua Rifkin, Goldberg Magazine (2008) 
 
To shed light on the retro-performativity in which early-music performers and 
listeners engage, I will look closely in this chapter at three and a half diverse yet interrelated 
revivals: trumpeter-composer-director Wynton Marsalis’s so-called Real Jazz movement 
outlined in his New York Times piece “What jazz is—and isn’t”  (Marsalis 1988); 
conductor-musicologist Joshua Rifkin’s one-voice-per-part (OVPP) theory and 
performances of Bach concerted works (Rifkin 2002; Parrott 2000; Melamed 2005; 
Kenyon 2011), and the Slow Food movement (Petrini 2001), established by food critic 
Carlo Petrini in opposition to McDonald’s Restaurants opening in Rome (Petrini 2001:ix), 
and most visibly propagated in the U. S. by celebrity chef Alice Waters (Waters 2007). For 
further insight, we will look to well-known home-restorer Bob Vila’s Emmy-award 
winning WGBH television series This Old House (Vila 1980), whose restorative efforts 
didn’t necessarily inspire a fully conceptualized, codified movement to the extent of 
Marsalis’s, Rifkin’s, and Waters’, but yet still utilized an on-screen retro-progressive 
rhetoric. The various ways in which these revivalists enable(d) and authenticate(d) the 
participatory retro-progressive experience for their consumers or listeners reveal the 
138 
 
 
 
significance of the early-music listener in constructing and maintaining the early-music 
movement and its signature sound—a significance rarely considered in the discourse on 
authenticity and early music.  
In their excerpts above, Vila, Marsalis, Petrini, and Rifkin confidently project a 
better future formulated by looking to the past, which they institutionalized in their 
respective environs. Marsalis’s notion of authentic jazz was canonized at Lincoln Center; 
Vila syndicated on television eighteenth- and nineteenth-century New England homes; 
Rifkin frequently recorded Bach’s choir that gained much attention; and Waters not only 
served local organic food as commercially viable fare (Chez Panisse), but Petrini initiated 
a curriculum devoted to the “studies in the gastronomical sciences” with an emphasis in 
international eco-agriculture at the University of Pollenzo and Colorno (Petrini 2001:82-
3). Furthermore, the leaders of these movements defined their future by clearly delineating 
a performative past. Marsalis simulated Duke Ellington’s band at Lincoln Center; after 
outlining his OVPP theory at a contentious meeting of the American Musicological Society 
(Kenyon 1981), Rifkin directed a much-anticipated “original” (authentic) B-Minor Mass 
with single voices in Boston’s Jordan Hall; Vila filmed an old mill that still used historical 
means to construct authentic nineteenth-century windows for New England homes; and 
Waters literally picked the tomatoes from local farmer markets for her 1930s spinoff Bay-
area restaurant Chez Panisse.   
Despite the overall commercial success, what we might call mood-retro has 
challenged traditional and progressive sensibilities. For instance, fusion and avant-garde 
performers have been relegated to the fringes of the jazz world; the perceived historical 
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validity of pioneer and second generation (from the 1960s, 70s, 80s) early-music 
interpretations have been reappraised; and reputable chefs have been maddened by a 
growing retro-progressive gastronomical correctness formulated from ingredient origin 
rather than preparation.  
Furthermore, retro-performativity has polarized the critical discourse on 
revivalism. Morgan, as already discussed, lamented the success of authentic performance 
as a reactionary symptom of an anxious society lacking identity, to which Taruskin 
countered that “authentic” performance was the progressive ideal of the era. Along similar 
lines, reacting to Waters’ local-food rhetoric, celebrity-chef Anthony Bourdain purports 
that he is not in the “produce business, but rather the flavor business” (Connecticut forum 
2009). And in terms of jazz, performer and scholar Paul Roth criticized Marsalis, pointing 
out that Stanley Crouch and Albert Murray, whose philosophies significantly shaped 
Marsalis’s jazz crusade, defined real jazz as blues and swing, not more current jazz 
manifestations, such as  funk, fusion, or what is produced by those in the so-called Avant 
Garde (Roth 2008:4). Common to these polarizing discourses on revivalist performative 
aesthetics is a foregrounded renewed consciousness about what constitutes a good or 
authentic experience and why that experience feels good or authentic.  
Despite the different fields and intended demographics of these revivals, four 
common tropes emerge: 1) A sense of crisis in society brought on by a lost or a declining 
practice; 2) A desire to resurrect or preserve the practice; 3) the aim to reconcile the 
resurrected practice by institutionalizing it in the mainstream; and 4) the formulation and 
dissemination of an authentic identity that is embraced by the consumer of the practice.  
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 Vila’s, Waters/Petrini’s, Rifkin’s, and Marsalis’s revivals do not always reflect the 
above tenets in the same manner, but they do reflect illuminative cross-relationships. For 
instance, Petrini senses an immediate crisis, seeing Fast Food as a threat to our environment 
and landscape; Vila sees recent trends to restore Victorians as an emerging consumer 
practice; and Marsalis and Rifkin argue that only through properly knowing the past can 
the future be formulated without fraud or obscurity.  
These inter-movement crossings not only reveal the significance of a renewed 
aesthetic consciousness in their respective revivals, but also clear new common ground for 
assessing the experience of retro-progressive performativity from an audience’s 
perspective. Through such a perspective, authenticity constitutes far more than an ethical 
or moral debate about composers’ intentions, but, more importantly, is a constantly 
evolving performative act engaged by both performer/producer and listener/consumer—
what sociologist Sharon Zukin identifies as a mutual “experience of origins,” for which it 
does not matters whether the origins are real or authentic. Made more fertile by taking into 
account the listener’s perspective, this cross-examination provides a more holistic context 
for critically discussing the integral role authenticity plays (and, as we shall see, must play) 
in the early-music movement. So first let us briefly examine what constitutes a movement. 
 
Defining the Movement   
 In his chapter “Not a Wonderful World: Armstrong Meets Kenny G,” jazz scholar 
Tony Whyton examines the jazz community's heated response to saxophonist Kenny 
Gorelick’s (Kenny G’s) virtual collaboration with trumpeter Louis Armstrong on “What a 
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Wonderful World.”   Gorelick came under much fire for his 2000 recording and subsequent 
live performances (with Armstrong projected on a screen) from one of the community’s 
most open-minded members, guitarist Pat Metheny, who claimed that:  
By disrespecting Louis, his legacy and by default, everyone 
who has ever tried to do something positive with improvised 
music and what it can be, Kenny G has created a new low 
point in modern culture—something that we all should be 
totally embarrassed about—and afraid of. […] The only 
reason he could possibly have for doing something this 
inherently wrong (on both human and musical terms) was 
for the record sales and the money it would bring. (Whyton 
2010:63) 
 
For Metheny, Gorelick’s music constitutes the lowest point in music history: it is “the worst 
music on earth… the dumbest music that there ever could be in the history of human beings. 
There could never be music any worse than that” (Metheny). Using Metheny’s no-holds 
barred response as a case study, Whyton constructs a detailed socio-structure for 
conceptualizing the inner workings of the jazz community, a structure that also transfers to 
the early-music movement. 
Whyton sees the jazz community “unified by a set of common, shared beliefs” 
(2010:58) upon which a sense of communal belonging is established through what he calls 
the three ‘A’s: authorship, authority, and authenticity. Within such a context emerges the 
notion of sacred texts (mostly classic recordings by so-called jazz greats) and consumption 
rituals surrounding those texts—rituals that create “an enhanced sense of identification in 
musicians and consumers alike, uniting enthusiasts in their sense of community and 
belonging.” The jazz consumer or listener plays a prominent role in the community. 
Whyton later explicitly underscores the listener’s role, arguing that “jazz as a ‘construct’ 
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should not necessarily be defined only by those who set out to perform the music but also 
by the way in which the music is received and interpreted” (Whyton 2010:72).  
Despite the inherent problems in establishing authorship and, thus, authority, in an 
improvised, collaborative art form, Whyton shows how the jazz community indeed has 
established certain performances as definitive while downplaying the notion of 
collaboration, such as deemphasizing Billy Strayhorn’s contributions to Duke Ellington’s 
masterworks (Whyton 2010:61). Within such a structure, Whyton sees two fundamental 
assumptions emerging in the community: that there is, first of all, “such a thing as a jazz 
community and there are identifiable standards” (Whyton 2010:71). And those standards 
constitute a sense of authenticity with which musicians and listeners identify collectively 
and individually. In other words, musicians and listeners, according to sociologist Peter J. 
Martin, “accept common values and narratives of history to suit their own needs and 
aspirations” (Whyton 2010:73). All of these notions— authorship, authority, authenticity, 
identity, and, thus, community—are bound together by ritual (Whyton 2000:76). Whyton, 
however, more than recognizes the role of listeners in the community; he implores them to 
take responsibility for its direction. In the case of Kenny G’ challenge to so-called authentic 
jazz, he warns that:  
By obsessing over a work’s authority and the integrity of its 
production, and by adhering to fixed interpretations of the 
music and its authentic past, audiences should perhaps worry 
less about the “G” in “Genius” and focus more on the 
dangers of turning their author-worshipping communities 
into authoritarian regimes (Whyton 2010:81). 
 
In many ways, Whyton’s theoretical framework resonates with the early-music 
movement, another author-worshipping community and oft-accused authoritarian regime, 
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whose members set out to establish authority by differentiating between historical 
(authorship) and so-called modern practices. Emerging out of the effort has been perhaps 
early music’s greatest contradiction, as the authority for authenticating such authorship, 
mostly established by well-circulated recordings and prominent performances, has been in 
the hands of a small number of performers and institutions—and even regions: early music 
is Eurocentric in terms of knighting its interpreters (and arguably nation-centric, as the 
Netherlands has produced most of the movement’s royalty). Yet, as with jazz, the ritual of 
early music(k)ing (Small 1998; Haynes  2007:12-13) is a globally collective phenomenon, 
where audiences consume music produced by a select group of early-music interpreters 
who set the standard for what does and does not constitute historically informed 
performance—as well as the criteria for membership in the movement. And it is in this act 
of early musicing where performative authenticity truly resides as a communal act of retro-
progressivity. But unlike the discourse on jazz criticism, early-music discourse on 
authenticity has for the most part remained couched in traditional notions of composers’ 
intentions, barely recognizing the socio-structures erected around such a mission. And this 
mission is worth exploring. 
 
Performing Authenticity as a Critical Framework 
Ever since the late 1980s, after Taruskin reprimanded the early-music movement 
for claiming authenticity in defense of its performance style (Taruskin 1988; 1995), the 
term authentic has rarely been uttered by the movement. Moreover, and as already 
discussed, Morgan believed that authentic performance was a sign of an angst-filled society 
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going through an identity crisis (Morgan 1988). Out of the discourse on authenticity and 
the early-music movement (Kenyon 1988), a dual sense of the authenticity emerged and 
for the most part has prevailed. One notion constitutes a sincere or personal musical 
expression, while the other notion—often adorned with quotation marks (Haynes 
2007:11)—references the effort to validate a sound from a by-gone era. This latter notion 
of authenticity (“authenticity”), which has been mostly applied to early-music 
performers—and not for the most part to their audiences—has been deemed inconclusive 
and perceived as suspect. Yet the two meanings of authenticity overlap if one considers it 
a performative experience shared by both performer and listener—and play out in different 
ways in these various revivals.   
An infamously contested notion of a movement formulating authenticity through 
authorship appears on the record sleeve of Joshua Rifkin’s landmark 1982 one-voice-per-
part recording of Bach’s B-Minor Mass (Rifkin 1982), which indicates that it is the “First 
Recording in the Original Version.” Cynically dubbed as the common bon mot “B-Minor 
Madrigal” (Hathaway 2012) suggests, a number of listeners heard the “retro” part of retro-
performativity too exaggerated in Rifkin’s performance and OVPP theory, believing Rifkin 
to have traveled too far back (to the Renaissance) to move Bach forward. Yet, the OVPP 
theory, once a radical idea on the fringes of Bach scholarship and performance, has gained 
mainstream performative and musicological traction and, thus, has gained a following. 
Bernard Sherman affectionately calls its members the Rifkinites (Sherman 1999:48).  
Literally speaking, at least in contemporary terms, OVPP was first a theory, then a 
practice.  Rifkin presented his paper on it, followed by a response by Robert Marshall, at 
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the National Meeting of the American Musicological Society in Boston in 1981. Due to its 
heated reception (apparently much cheering and hissing), the scene was compared to that 
of a “prize fight” (Kenyon 1981). However, immediately following the conference, OVPP, 
the theory, quickly became a practice in a much-anticipated performance in New England 
Conservatory’s Jordan Hall. Thus, OVPP is a representative example of how retro-
progressivity’s written and sonic rhetoric can coalesce. 
In detailed and comprehensive liner notes to his B-Minor Mass recording, Rifkin 
addresses not only the Mass’s problematic source material, which spawned numerous 
notoriously unsatisfactory editions, but also directly applies his OVPP theory to the Mass’s 
performance forces (as realized on the recording), astutely toeing a line of interpretation 
bordered by speculation and well-supported historical evidence. Rifkin’s last paragraph 
best captures the multi-layered meanings of authorship, authority, and authenticity 
embodied in this highly contested performance and the theory behind it: 
Obviously, any performance of any piece of music involves 
more than a quest for historical accuracy. Considerations of 
the sort that we have discussed here establish only an 
objective framework for interpretation; the interpretation 
itself will depend as much—if not more—on things less 
readily susceptible to verification: analytical intuitions, for 
example, or that exclusive set of prejudices referred to as 
musical taste. No matter what the external foundations, 
therefore, the core of a performance lies in the deeply 
subjective encounter between musician and music. About 
this encounter, it makes little sense to talk; if its fruits prove 
at all hardy, they must do so in the air of aural actuality, not 
on the printed page (Rifkin 1982). 
 
Rifkin’s pivotal sentence, “no matter what the external foundations, the core of a 
performance lies in the deeply subjective encounter between musician and music,” 
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resonates with Whyton’s notion of performative ritual, as Rifkin insightfully uncovers 
early music’s various interwoven layers of experienced authenticity. But, in addition to 
Rifkin’s music and musician, I am compelled to make more explicit the other collaborator 
in the deeply subjective encounter of performance—the listener. And perhaps it has been 
the listener that has required the most retro-progressive convincing. OVPP has for the most 
part been well received by those who actually do it, among whom there are many singers 
who claim to find it practically and ultimately aesthetically convincing. And perhaps it is 
no surprise but, contradicting Rifkin’s assertion that such things must play out in the “air 
of aural actuality, not on the printed page,” it has been on the printed page that Rifkin’s 
OVPP theory has been (and still is frequently) debated, evidenced by Parrott’s three-page 
bibliography of the play-by-play discourse on OVPP (Parrott 2000). Here the written 
rhetoric of retro-progressivity enables early-music listeners’ to contribute to the movement, 
and despite Rifkin’s attempt to ultimately defer to the ears, they have used the written 
rhetoric to ascertain whether the fruits of OVVP have proven hardy after all.  
Speaking of fruit, in terms of gastronomical correctness, Waters’ mission statement 
for her Bay-Area restaurant Chez Panisse—drawing philosophical inspiration from 
Petrini’s preface to Slow Food: The Case for Taste (Petrini 2001), where he states that the 
term is not only “the name of a movement… but is also—and above all—an idea, or rather 
a set of ideas” (Petrini 2001:1)—also utilizes authenticity rhetoric and ritual in vivid detail: 
Alice and Chez Panisse are convinced that the best-tasting 
food is organically and locally grown and harvested in ways 
that are ecologically sound by people who are taking care of 
the land for future generations.  The quest for such 
ingredients has always determined the restaurant’s cuisine.  
Since 1971, Chez Panisse has invited diners to partake of the 
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immediacy and excitement of vegetables just out of the 
garden, fruit right off the branch, and fish straight out of the 
sea.  In doing so, Chez Panisse has established a network of 
nearby suppliers who, like the restaurant, are striving for 
both environmental harmony and delicious flavor (Chez 
Panisse 2012). 
 
Waters’ mission statement, aiming to resurrect a declining practice in the face of 
food globalization, delves headfirst into the knowledge or awareness of ingredients’ 
origins. One can imagine the “immediacy and excitement” of vegetables plucked from 
plants growing in the restaurant’s garden, fruit falling from its trees on to the table, and fish 
leaping out of the sea on to the plate. Actual cooking doesn’t play a role in the Garden of 
Edenesque authentication of Chez Panisse’s local fare until the very end, where 
“environmental harmony” joins “delicious flavor,” the only reference to tasting the dishes, 
and admittedly a very loose one, as it primarily comes out of the context of ingredient 
origins, not savory preparation.  
Origins also play an important rhetorical role in Marsalis’s retro-progressive efforts 
to authenticate jazz in the 1980s.  Adhering to Whyton’s theoretical framework on the jazz 
community, Louis Armstrong, Jelly Roll Morton, and Duke Ellington are frequently hailed 
as authorities of a genre that, despite the fluidic openness to various musical influences, 
always seems to be under attack from other genres. At the very least, jazz perpetually 
suffers from acute cases of mistaken identity. In his late-1980s New York Times piece 
“What Jazz is—and isn’t,” Marsalis, exercising his authority within the community, 
doesn’t mince words when he identifies a sense of crisis brought on by jazz’s declining 
practice, which he hopes to revive by formulating and disseminating a truly authentic jazz 
identity primarily defined by what it isn’t: 
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To many people, any kind of popular music now can be 
lumped with jazz. As a result, audiences too often come to 
jazz with generalized misconceptions about what it is and 
what it is supposed to be. Too often, what is represented as 
jazz isn't jazz at all. Despite attempts by writers and record 
companies and promoters and educators and even musicians 
to blur the lines for commercial purposes, rock isn't jazz and 
new age isn't jazz, and neither are pop or third stream. There 
may be much that is good in all of them, but they aren't jazz 
(Marsalis 1988). 
 
Glimpses of Whyton’s authoritarian regime are apparent in Marsalis’s negative-evidence 
account that notably centers on misguided consumption rituals of listeners. In his well-
known retro-progressive efforts, Marsalis draws on historical-geographical roots bound to 
forward jazz, pointing towards the music once (and still) produced in his hometown New 
Orleans, where the musical elements were established and fixed (drawing on Wynton’s 
terminology), to which all jazz must adhere.  
Vila also makes retro-progressive claims. For instance, in his view, window 
shutters are necessary authentic signifiers, with which any well-informed mainstream 
historic homeowner should resonate: “You know, an authentic wooden New England farm 
house would not have been complete without a set of wooden shutters on each and every 
one of the windows” (VILA 1980).  In many ways, WGBH’s original DIY program 
provides an illuminative analogue for more typical revivals, which practically and 
philosophically negotiate with different notions of performative authenticity through 
authorship, authority, and ritual. In his book (Vila 1980) on This Old House’s first restored 
Victorian in Dorchester, MA, Vila devotes a chapter to the theoretical-practical crossroads 
of authentic old-house restoration. After outlining a comprehensive historical investigation 
(Vila 1980:16-21) of the nineteenth-century home that takes into account not only 
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architectural findings (actual structural changes to the home) but also cultural ones, such 
as the rooms utilized for dancing during the jazz era, Vila defines the philosophical 
differences between preservation, restoration, reconstruction, and rehabilitation—all of 
which, in house-restoration lingo, constitute various notions of authenticity. Ultimately 
Vila reveals that, for their Victorian, they aimed for rehabilitation, claiming such an 
approach “preserves or restores significant historical architectural features, [remaining] 
true to the spirit if not the letter of the law laid down in the past, if it can do so without 
sacrificing utility” (Vila 1980:27). Yet Vila admits that “sometimes the distinctions 
[between rehabilitation and restoration] were unclear” (Vila 1980:27). Seeking more 
clarification, he turned to a civic preservation consultant, who provided him with the U.S. 
Department of Housing and Urban Development’s (DHUD) Guidelines for Rehabilitating 
Old Buildings: 
Many changes to buildings and environments, which have 
taken place in the course of time[,] are evidence of the 
history of the building and the neighborhood. These changes 
may have developed significance in their own right, and this 
significance should be recognized and respected (Vila 
1980:27). 
 
Clearly, the practical challenges of realizing various notions of authenticity in home 
restoration resonate with the performative efforts of more institutionalized revivals. 
Especially in terms of early music, where, along similar restorative lines, the performance 
practices of music, established after the respective composer’s lifetime, have developed a 
legitimate significance of their own, which to some extent is consciously and most often 
subconsciously recognized and/or respected, and thus felt to various degrees by performers 
and audiences. It is in the performative expression of that respect, oscillating between 
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restorative and innovative authenticity that constitutes the center of the discourse on 
historically informed performance. No matter the oscillation, Vila warns that one should 
never “make any irreversible changes” to a historic home: “junking an original 1869 front 
door with irreplaceable etched glass panels is a mistake. It may have been the most 
important detail in your old house, but once lost, nothing can ever bring that particular door 
back to life.” Wielding his retro-progressive rhetoric, Vila sums up that “‘modernization’ 
usually looks ersatz, dates rapidly, and ends up by being no improvement at all” (Vila 
1980:28).  
The second half of the excerpt from the DHUD’s Guidelines—“these changes may 
have developed significance in their own right, and this significance should be recognized 
and respected”—is worth briefly visiting again, as even post-compositional practices in the 
hands of the early-music movement can be aptly recognized and respected. Rifkin’s 1996 
performance of Ivor Atkins and Edward Elgar’s English version of J.S. Bach’s St. Matthew 
Passion, preserved in a 1911 Novello score, at Worcester’s The Three Choirs Festival is 
analogous and particularly illuminative. In preparation for the performance, Rifkin gained 
access to much of the 1911 source material, such as a set of parts, press reviews, and even 
notes made by a chorister who studied The Passion with Atkins during the summer. 
Following suit, Rifkin’s performance was in English, adhered to the original cuts, used 
piano continuo, tried to surmise and apply the turn-of-the-century tempos while utilizing 
the forces of Elgar’s era. And even though Rifkin noted that “the choirs [he] conducted 
were perhaps not quite large enough,” he “adored” the endeavor of creating a “post-
modernist, post-historicist performance” (Golomb 2008). The Telegraph reviewer of the 
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performance resonated with Rifkin’s respect for the post-compositional life of Bach’s 
Passion, finding his “approach neither predominantly dramatic, nor devotional, nor 
scrupulously musical; it was all of these, as the mighty unfolding structure demanded” 
(Hunt 1996). As with Vila’s Victorian, it seems Rifkin’s historically informed performance 
was both restorative and rehabilitative.  
Vila’s preface on authentic home restoration could act as a mission statement for 
any retro-progressive movement from the 1980s onward—and his nuancing of terms such 
as preservation, restoration, reconstruction, rehabilitation, and modernization—in both 
theoretical and practical contexts—is especially applicable to early music, as revealed in 
Rifkin’s post-compositional St. Matthew Passion that runs the gamut from preservation to 
modernization.  
In light of these and other examples in this chapter, the division between 
authenticity and “authenticity” does not hold up. Rifkin’s, Waters’, Marsalis’s, and Vila’s 
retro-progressive rhetoric not only aims at forwarding and/or validating historical (or local) 
roots, but also reveals the influence of contemporary aesthetics fashioned through practical 
considerations—and both of these elements, historical validation and current aesthetics, 
strongly resonate with and are amplified by their audiences. Rather, I assert it is best to 
fold such a partitioned view of authenticity then into one interactive notion—a notion that 
evolves between personal sincerity and the rhetoric of that sincerity. Moreover and perhaps 
even more importantly, authenticity, as with exoticism, is a reciprocal relationship between 
the performer and listener, so a comprehensive discussion of interactive authenticity must 
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also include the latter party. Rifkin, Waters, Marsalis, and Vila are speaking directly to 
their audiences and, in various ways, their audiences respond directly to them.  
 
Performing Authenticity and Experiencing Origins 
In other words, authenticity constitutes more than an ethical or moral debate on 
performance. In Authenticity as an Ethical Ideal, Somogy Varga argues that the notion is 
an “inherently social virtue” (Varga 2012:162). He suggests that authenticity may even be 
beneficial for maintaining the “social bonds of a democratic society” (Varga 2012:162). 
Varga, building on the ground-breaking work of Lionel Trilling in the 1970s (Trilling 
1972), argues that authenticity not only constitutes for the individual the capacity to 
identify and follow self-imposed principles, it also orients the individual to society’s 
perceived and constantly changing views (Varga 2012:2). He asserts that the most current 
development in authenticity is to perform it: performing authenticity is a strategically 
interactive endeavor, where individuals strive to show and to identify with difference in 
social situations (Varga 2012:134). Varga, therefore, identifies a paradoxical shift from the 
previous internal notion of authenticity—which privately resisted society’s capitalistic 
pressures—to one that is communally performed and now resonates with progressive, 
institutionalized demands. This new authenticity, now playing with rather than against a 
system, is sometimes cast off as mere commercialism, as insincere rhetoric. But Sharon 
Zukin’s book (Zukin 2010) on the transformation of authentic neighborhoods in New York 
City reevaluates this degradation—and, as we shall see later, puts the rhetoric of historical 
performance in a different light. 
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Zukin’s research on the East Village, SoHo, and Park Slope reevaluates the efforts 
of Jane Jacobs, the urban preservationist who battled urban-developer Robert Moses 
(Jackson 2007) in New York during the 1950s and 60s (Caro 1974; Gratz 2010; Fishman 
2007; and Schwartz 2007). Jacobs preserved a number of authentic working-class 
neighborhoods by diverting Moses’s proposed highways and saving old buildings (Jacobs 
1961). Varga’s paradoxical shift brought on by communally performing authenticity is 
evident in Zukin’s authentic urban places, where such a shift, in neighborhood talk, is 
called gentrification (Freeman 2006).  
Zukin shows that in these neighborhoods “authenticity has taken on a different 
meaning that has little to with origins and a lot to do with style.” (2010:3) Artists, actors, 
computer software writers, and musicians—what Zukin calls “the hipperati”—were 
attracted to traditional working-class neighborhoods that, in spite of their high crime, 
offered affordable rent and an authentic aura. However, the greasy food, domestic beer, 
and drip coffee—all of which, of course, added to the neighborhood’s authenticity—did 
not align with the tastes of these new residents (Zukin 2008:735). As an alternative, they 
opened gourmet restaurants, wine shops, and cafes serving espresso; and slowly—latte by 
latte—the original inhabitants were displaced. Publicity followed by mainstream media, 
and tourists rushed to join in with the retro-progressive performativity. The commercial 
prospects raised the rents in the neighborhood, and the hipperati were replaced by higher-
earning residents, a process geographer Loretta Lees calls “super-gentrification.” (Lees 
2003) But Zukin argues that authenticity is still performed and consumed in these 
neighborhoods. The “experience of origins” is still felt, whether it is real or not (Zukin 
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2010:3). In the East Village, authenticity moved “from a quality of people, to a quality of 
things, and most recently to a quality of experiences.”(Zukin 2010:3)   
Experiencing origin is at the center of performing and consuming authenticity, 
revealed in Waters’ advocacy of food authenticity:  
I want [people] to know where their food comes from. I want 
them to know how it’s being made, how it’s being produced. 
I want people to pay attention to this, so you can have the 
hotdog on the train, but you’d better ask them where they got 
the hotdog…  and I want to know it if is a grass-fed, beef 
hotdog. You know, that’s what is important. (Connecticut 
Forum 2009)  
 
Waters’ devotion to origin is particularly ironic here, since she authenticates a food 
product whose origins most of us would prefer not to know. But for the leaders of revival 
movements, it is not enough to identify origins—they also must perform them. Vila, for 
instance, admits that his window shutters, at first glance, look and function like any other 
shutter, but what makes them more desirable is that the viewer knows where and how they 
were authentically constructed. Vila makes sure his viewers can see that the “ancient” 
machines for building the shutters still work, not only asking the carpenter in the mill to 
point them out to him, but also to turn them on:    
We are visiting a mill that is located on the Beech River… 
the waterfall has been powering the mill for well over a 
century.  I think it was founded in 1850 and, since then, has 
been in the business of manufacturing wooden shutters. We 
are really curious to see how they made them. This is a really 
special place… lots of ancient machines in here. [Turning to 
woodworker] Do they still work? (Vila 1979-1989) 
 
I assume most homeowners before viewing this episode of This Old House were 
quite satisfied with their mass-produced, authentic-looking shutters—as long as they 
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functioned. And before Rifkin’s slimmed-down Bach, most listeners enjoyed without any 
guilt the B-Minor Mass in all of its bloated glory. Performing authenticity clearly alters the 
consumer’s perceptions of quality. It establishes a new aesthetic that gives the process or 
heritage more weight. Since the performer provides the consumer with a new awareness of 
process, the performance embodies significantly more than its immediate moment of 
delivery or consumption. The sustained popularity of American Idol, for instance, which 
gives viewers offstage access to its competitors throughout the season, highly resonates 
with viewers’ desire to know process—the desire to authenticate the performance (Meizel 
2011). In other words, performing authenticity signifies a temporal expansion, where the 
performer validates the performance through historical and/or intellectual means, 
providing the consumer with first-hand knowledge of the performance process. The 
consumer, in return, certifies the performance by joining the performer in the act of retro-
progressive performativity.  
 
Temporal Expansion: Was Colin a Happy Chicken? 
Such reciprocal validation is aptly illustrated in a parody by the sitcom Portlandia, 
which astutely captures the enthusiasm, by both producer and consumer, to mutually 
perform authenticity. The scene (Portlandia 2012) opens in a restaurant where a newly 
seated couple asks their waitress about the origins of the chicken offered on the menu. The 
waitress proudly claims that it is a “heritage breed, woodland-raised chicken that has been 
fed a diet of sheep’s milk, soy, and hazelnuts,” to which she is interrupted by a number of 
inquiries by the enthusiastic couple: is the chicken local? Is it USDA, Oregon, or Portland 
156 
 
 
 
organic? Are the hazelnuts local? And how large was the area the chicken roamed?  The 
waitress confidently answers all of the questions with unwavering detail (yes, “across-the-
board organic,” and four acres) and returns to the kitchen to gather a biographical file on 
the featured chicken, which in addition to its vitals, also includes a photograph of the 
chicken, as well as his documented name, which is Colin. The couple is very pleased, but 
has one last query about Colin’s demeanor, asking for evidence from the waitress: “do you 
have pictures of Colin with his wing around other chickens? Was he a happy chicken?” 
The waitress stumbles on her answer: “uh… I don’t know if I can speak to the level of 
intimate knowledge about him; they do a lot to make sure their chickens are very happy.”  
The couple is less than pleased—she shakes her head incredulously—and they promptly 
leave the table, asking the waitress to save it for them, as they head to Colin’s farm in hope 
of certifying firsthand Colin and the restaurant’s authenticity.  
Albeit fiction, there is much to glean from this parody in terms of the reciprocity of 
retro-progressivity. For instance, it is crucial for the couple to establish that Colin was a 
happy chicken. Such knowledge makes Colin taste better. The desire, of course, to certify 
Colin’s identity is born out of the horrid stories of mass poultry production, but such an 
attitude toward the origins of our food also has become an aesthetic choice in regard to 
taste. Colin tastes better before literally tasting him, because the consumers know his 
demeanor and his barn-yard friends—they know his history. In other words, the temporal 
space for tasting Colin has expanded beyond the time in the restaurant. Colin is not only, 
for instance, a marinated chicken breast encrusted with bread crumbs served over a bed of 
saffron rice, which perhaps resonates with immediate aesthetics, he also is a historical 
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entity, a free-wheeling pleasure-seeking bird—and ideally a well-liked one. To fully 
appreciate the taste of Collin, he must be historically authenticated by the consumer and 
the performer, who together engage in an act of temporal expanding retro-progressive 
performativity.  
 
It Takes Two   
I recently asked an ardent supporter of my early-music ensemble what attracts him 
to historically informed performance. He is not a musician but a businessman with a 
passion for early music. He responded: “I want to identify with the composer; I want to get 
closer to Bach. I don’t want someone else’s interpretation getting in the way of the music.” 
(Correspondence 2012) The experience of pure origin and personally identifying with those 
origins are at the roots of his response—and not so different from the inquiry into Colin’s 
origins by the couple in Portlandia. But the early-music supporter also nuances his 
experience: “For me it doesn’t matter whether one uses a small choir or a big choir, what 
matters for me is that I hear Bach done well, as it might have been done in his time.” 
(Correspondence 2012). At first, this statement seems contradictory, since many believe 
that the instrumentation and vocal forces have a lot to do with how Bach’s music should 
be performed. But within this apparent contradiction lies the tantalizing nature of retro-
progressive performativity. Performers of the early-music movement and their audiences 
jointly create something contemporary by intensely engaging with and determining the 
events of the past. For instance, Rifkin recently pointed out that the reason the choir 
Cappela Pratensis performs from old choir books in original notation:  
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[is not for] antiquarian reasons or to be ‘historical’; it is done 
because the singers believe very strongly that this [practice] 
focuses their concentration on the music in a way that 
doesn’t happen when we are simply singing from the modern 
score…  The goal is not really to do what happened then; the 
goal is to do something that is meaningful now and that gets 
us closer to this music—and makes the music itself 
somehow live and breathe better (Rifkin 2012). 
 
The aim of Rifkin, as performer/producer, and my early-music enthusiast, as 
listener/consumer, is to create or experience a performance centered on creating something 
new and meaningful (an Other performance, as discussed in Chapter 3), which gets them 
closer to something that happened in the past. The consumer is a big part of this 
performance who essentially acts as a vicarious authentic performer. Vicariousness 
constitutes a common thread in revivals; the mission behind This Old House, for instance, 
“was to provide an extended vicarious experience, not of isolated projects and specific 
skills but of the total rehabbing process from the start to finish,” and according to the 
show’s producers, Vila, “the man in charge,” represented “both us and you” (Vila 1980:vi-
vii), in other words, both the expert builder and the viewer. 
 
Justifying and Validating Retro-Progressive Performativity 
In conjunction with this reciprocal relationship is an intensive rhetoric taken on by 
both the consumer and producer that aims to justify and validate the ritualistic communal 
performance. As we have seen above, consumers not only enjoy the alleged authentic 
performance, they also engage in it. In essence, the performers and consumers are well-
informed investors who share a personal stake in the performance’s authentic outcome. 
This makes performing authenticity, to a certain extent, an exclusive act—an act only fully 
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understood by its shareholders, so to speak. Such circumstances often project or signify to 
outsiders that the performance is the proper way of doing it; it is authentic. And the 
authenticity is established not only by an aesthetic judgment but also through intellectual 
means, knowledge of the process by which the performance came to be.  This can be 
problematic: for instance, celebrity chef Anthony Bourdain, an outsider to the Slow Food 
movement, finds Waters’ mission troubling and his comments very much echo those of 
Whyton on jazz: 
There's something very Khmer Rouge about Alice Waters 
that has become unrealistic. I mean…  I'm a little 
uncomfortable with legislating good eating habits. I'm 
suspicious of orthodoxy, the kind of orthodoxy when it 
comes to what you put in your mouth (Andres 2009). 
 
Bourdain would prefer to forget the past or the process (the intellectual element) and 
consider only the present or the aesthetic product: 
I am in the pleasure business.  My responsibility is to give 
you the best-tasting tomato, not the most cruelty free tomato, 
not the most local tomato, not the most organic tomato. My 
responsibility is to give you the most delicious one we can 
afford given the circumstances, and maybe increase the 
likelihood you get laid after dinner” (Connecticut Forum 
2009). 
   
Bourdain’s main concern is to create good dishes; along analogous lines, the 
concern of Marsalis is to define good jazz, which according to him is blues-based music 
with a strong swing sensibility. These are the roots of jazz. The roots of an African-
American art form, roots that Marsalis uses to defend his performance and his program at 
Lincoln Center. But like Bourdain, Marsalis is also in the pleasure business. He loves 
playing the blues, and implies that other forms, such as fusion (and perhaps even avant-
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garde players) corrupt the fundamental base of jazz. His accusations, however, go beyond 
protecting the art form. Marsalis claims that commercialism is aesthetically cheating the 
consumer. He, in effect, portrays the consumer as victims of bad music: 
Part of what has hurt our art form, I think, is the type of 
commercialism that we have out here and the education 
system, as well as in the business world. And whenever you 
have that rank commercialism, which can be passed off as 
aesthetic quality, and the type of mass corruption we have, 
in terms of dealing with our [jazz] music, the public really 
gets cheated (Later, with Bob Costas 1991). 
 
Drawing a connection between origins and quality of performance is imperative to 
revivals, and the more obvious this connection, the more exclusive and potent the 
expression of retro-progressivity. And this is done most effectively by engaging in a 
discourse of distinctiveness, a discourse Waters’ most eloquently states as a collective 
mission statement:  
We want unadulterated food. We don’t want preservatives, 
additives, and food that comes from places around the world 
that are unknown to us. We really want to reconnect 
ourselves with nature, and that’s a beautiful thing (Waters). 
 
But such a discourse also becomes the means for keeping others out (Zukin 
2008:736), which is made evident in Marsalis’s comparison of rap music to McDonald’s 
fare: 
Yeah, I think the dance element of that music is much more 
interesting than the musical element. In terms of what they 
are doing with music, you know, it depends what universe 
you want to live in, and what level of sophistication you want 
to deal with. It’s like a McDonald’s hamburger. If you are 
on the road and in a hurry—and have two dollars—than it’s 
fine. But if you want to compare it to a fine Italian meal, or 
some Japanese food, or a good bowl of gumbo, then I have 
161 
 
 
 
to tell you that it is on a much lower level of quality 
(Marsalis). 
 
“Something is missing, even if that something is not by Bach at all” 
Due to the focus on process and the perceived claim on historical “truth,” revivals 
are sometimes perceived as overly intellectual and even unexpressive, accused of being out 
of touch with the mainstream aesthetics. Bernard Holland, in his review of Rifkin’s B-
Minor Mass in the New York Times, felt that Rifkin and his Bach Ensemble “instructs, 
provokes, and often pleases, but never really satisfies. Something is missing, even if that 
something is not by Bach at all” (Holland 1994). Performing authenticity can be perceived 
as mere reproduction, an impersonal and overly technical act. In other words, performing 
authenticity can be viewed, well, as inauthentic. When confronted with such accusations, 
the leaders of revival movements usually drop the retro-progressive rhetoric and draw on 
a more personal one. When Ed Bradley of 60 Minutes asked Marsalis about critics who 
claimed his performance was “technically superior to those around [him], but lacks 
emotion and feeling,” the trumpeter chose to respond without verbal rhetoric, and played 
something rhetorically convincing on his instrument, which he followed by simply stating 
“I just play” (Marsalis 60-minutes). Along similar lines, Rifkin reminds his critics that, in 
addition to its historical foundations, he also prefers the sound of Bach with one-voice-on-
a-part: “first of all, this criticism assumes that the decision to perform “one-per-part” is a 
fundamentally archaeological one, motivated more by a desire to recreate the past than by 
any possible musical considerations. What nonsense!” (Golomb 2008).  And when Charlie 
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Rose pressed Alice Waters on her philosophy of cooking, Alice Waters emphasized that 
her first concern was flavor not origins:  
When we started Chez Panisse, I was looking for flavor; I 
didn’t have a philosophy about food. I just wanted something 
that tasted good, like the foods I had eaten in France. I was 
looking all the time, foraging out there in and around 
Berkeley and San Francisco. After a number of years I ended 
up at the doorstep of organic, sustainable farmers and 
ranchers. And then I began to understand that cooking is 
about finding the right ingredients (Charlie Rose 2008:1.16). 
 
And indeed, in her preface to Petrini’s Slow Food (2001), Waters draws on taste aesthetics 
when she refers to the Slow Food movement as a “delicious revolution.”  
But being perceived as inexpressive or having something missing in the 
performance is perhaps unavoidable when performing authenticity, since retro-progressive 
performativity not only differentiates the practitioner from others but, due to the very 
nature of temporal expansion, also temporally separates the practitioner from their own 
practice. Thus, retro-progressive performers can be perceived as impersonal transmitters 
of their own authentic decrees for which all Bach must be performed OVPP, all jazz must 
be blues-based and swung, every house must be built by hand, and all food must be local. 
This is not the case, of course, but it is hard for outsiders to see past the orthodoxy conveyed 
by the authentic rhetoric that insiders find not only inspiring, but, drawing once again on 
Varga, necessary for forging social bonds with performers or producers, as well as the 
sounds, practices, or products they make. And when leaders of revival movements reveal 
a personal practice or preference incongruent with their disseminated authentic rhetoric, it 
can be received as bewildering and discrediting. For instance, when an interviewer asked 
Waters what hypothetically speaking her request would be for a final meal, after some 
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reflection, Waters resolutely responded “shark’s fin soup”—to which Bourdain, who was 
sitting next to her, coolly responded “that’s not local” (Connecticut Forum 2009). 
 
“The Death of the Author,” The Birth of the Listener 
A text consists of multiple writings, issuing from several 
cultures and entering into dialogue with each other, into 
parody, into contestation; but there is one place where this 
multiplicity is collected, united, and this place is not the 
author, as we have hitherto said it was, but the reader: the 
reader is the very space in which are inscribed, without any 
being lost, all the citations a writing consist of; the unity of 
a text is not in its origin, it is in its destination. 
—Roland Barthes, “The Death of the Author” (1967) 
 
Roland Barthes’s efforts  to recognize “the status of the reader” (Barthes 1977 
[1967]:3) as a source of authentic meaning in literary criticism provide a pertinent close to 
this discussion of revivals and the role the listener/consumer plays in formulating their 
authenticity. Challenging what he calls the “myth” of the author, Barthes puts forth the 
reader or the spectator (in theater) instead of the writer as the place where the 
multidimensional meaning of the text—its authenticity—resides. According to Barthes, the 
text is “a space of many dimensions, in which are wedded and contested various kinds of 
writing, no one of which is original: the text is a tissue of citations, resulting from the 
thousand sources of culture” (Barthes 1977 [1967]:4). Barthes’s critique is in reaction to 
what he sees as a misguided emphasis on author’s intentions in literary criticism, where 
the “major task [is] the discovery of the Author (or his hypostases: society, history, the 
psyche, freedom) beneath the work: once the Author is discovered, the text is ‘explained’.” 
Barthes argues, rather, that the “true locus of writing is reading,” for “it is the language 
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which speaks, not the writer: to write is to reach, through a preexisting impersonality … 
that point where language alone acts, ‘performs’.”  
Barthes’s emphasis on the performative aspects of the language and downplay of 
the author’s authority in terms of meaning are particularly apropos to our discussion of 
authenticity and the early-music movement through the lens of the listener. You may 
remember from Chapter 3 my application of Bhabha’s Third Space to the movement’s 
Other Performance, where the composer, performer, and listener ultimately coalesce in a 
space of musical translation to appropriate, translate, re-historicize and read anew early 
music. I found in such a space that the authority of the composer and the traditional 
meaning of its text, analogous to Barthes’ views of the Author, loses its primordial unity 
or fixity. Landowska’s hypothetical dismissal of Rameau (in reference to Dauphine) is an 
example of where the performer re-appropriates the meaning of the text and enters, drawing 
once again on Barthes, into a dialogue of contestation, where there is no so-called original 
meaning, but yet a meaning is construed. 
In fact, through such a Barthian lens we recognize the early-music performer 
interpreting the composer’s text as a multitude of meanings, rather than a definitive 
original, and recognize the listener as “the very space in which are inscribed [all of those 
meanings].” In other words, the early-music listener is the final destination of authenticity 
necessary for prescribing and understanding the immediacy of retro-progressive 
movements, as “there is no other time than that of the utterance, and every text is eternally 
written here and now” (Barthes 1977 [1967]:4). Indeed, it is early music’s here and now, 
backdropped by history, which constitutes the realm of the listener, a realm where true 
165 
 
 
 
authenticity resides. Barthes demanded that “the birth of the reader must be ransomed by 
the death of the Author.” In terms of authenticity and early music, Taruskin might have put 
to death composers’ intentions in the 1980s, but unfortunately the ransom has not yet been 
fully paid to the early-music listener. 
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TOWARD THE THIRD SPACE  
 
Digging Up (Sounding) the Past, Jurassicly Informed Performance Practice 
Anybody can dig up things; but it is only by observation and 
interpretation that we can dig up the past. 
 
We dig, and say of these pots and pans, these beads and 
weapons, that they date back to 3000 or 4000 B.C., and the 
onlooker is tempted to exclaim at their age, and to admire 
them simply because they are old. Their real interest lies in 
the fact that they are new. 
 
The surprise which a visitor to a Museum expresses at the 
age of a given object is in exact proportion to his recognition 
of the object’s modernity. 
—Leonard Wooley, Digging Up the Past (1961 [1930]:6-
17) 
 
 In the above statements drawn from his handbook on archeology (1961 [1930]), 
Leonard Wooley (1880-1960)—whose discoveries of a flood plain in what was once 
ancient Ur (1954 [1929]), incidentally, led him to theorize (that the flood in Genesis was 
not global but local (MacDonald 1988) —astutely explains, through perceptions of the 
onlooker, how his discipline bridges the ancient and the modern. His revelations resonate 
with the early-music movement, whose members, as we have seen, fashion a definitive and 
differentiating old sound by means of  “observation and interpretation,” which ultimately 
constitutes an exoticized sound whose “real interest lies in the fact that [it is] new.” This 
new sound is authenticated by early-music listeners, whose surprise is expressed “in exact 
proportion to their recognition of [its] modernity.” And perhaps it is no coincidence that 
Wooley ruminated on the perceived modernity of objects from the distant past in the 1920s 
and 30s, since Landowska at the same time was not only digging up music from the distant 
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past, but also advocating for the significance interpretation plays in its perception. As 
discussed throughout this dissertation, it is precisely in the interpretation where the past 
sounds for early-music performers and listeners—and I imagine Wooley, if given the 
opportunity to hear it, would have been intrigued by such interpretations of ancient musical 
artifacts. 
Further parallels along Wooley’s assertions can be vividly drawn between early 
music and paleontology, a field conceptually related to archeology. For decades, fully 
embodying Wooley’s notions of observation and interpretation, Steven Spielberg’s 
Jurassic Park (1993) dinosaurs and their viewers have been embracing a sort of post-
modern authentic performance practice, whose authenticity paleontologist Mark Loewe 
recently deconstructed in the New York Times (St. Fleur 2015). Recognizing, in Taruskin-
like fashion, the filmmakers’ loose application of paleontological findings, he meticulously 
points out the incongruities not only in the size and physical appearance of the creatures, 
but also, and perhaps most relevant to early music, their behaviors: sounds, gesture, and 
function. Yet Loewen’s critique treads lightly in his criticism of the film’s authenticity. 
Perhaps he recognizes that authentic performance practice, whether or not historically 
defensible, not only plays an integral role in suspending the disbelief of the films viewers, 
but also reflects their retro-progressive sensibilities, as the film’s fully explained pseudo-
science—Taruskin would probably call it historical verisimilitude—is in integral to 
authenticating the temporal Otherness of the dinosaurs. And even the dichotomy between 
historical record and the realities of performing that record, again familiar territory to the 
early-music movement, plays out when the paleontologist character negotiates between 
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interpretative findings derived from decades of fossil research and observations made of 
the park’s miraculous realizations. In Jurassic Park, as with early music, the past converges 
with present-day realities, producing highly provocative results.  
By way of conclusion, I will focus on early music’s point of convergence where, 
indeed, the pastness of the present and the presence of the past (Taruskin 1987) coalesce 
in a highly provocative manner. Such a point—where the performer, listener, and composer 
meet—is early music’s Third Space (Bhabha 1994). Elizabeth Upton’s recent summary of 
the movement, with which you may remember I closed my preface, encapsulates the Third 
Space and provides a good starting point for ultimately visualizing it. 
 
Early Music’s Timelessness, Aura of Authenticity 
For performances of historical music to be convincing in the 
present—for them to create an aura of authenticity, historical 
or otherwise, for both performers and audiences—the sounds 
and styles used must be perceived as timeless.  
—Elizabeth Upton, Ethnomusicology Review (Upton 2012).   
 
Upton’s multi-temporal account of historical performance astutely captures early 
music’s retro-progressive performativity. Her succinct thoughts on early music include the 
essential elements of the movement and the relationship of those elements within it. 
Upton’s opening statement does not infer that historical performances, due to their 
historical basis, are somehow inherently convincing (or inherently right, “authentic,” or 
even good for you).  Her phrasing, rather, challenges early musicers to perform the past in 
the present in a convincing manner—to produce a musically rejuvenating old-newness, an 
Other Performance. Yet she does recognize the necessity for an “aura of authenticity” to 
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surround the performance, but one that can be “historical or otherwise,” as discussed in 
Chapter 4. And perhaps most relevant to my discussion is that Upton sees this authenticity 
formulated and propagated by the listener.  
Walter Benjamin’s assertions on aura and authenticity in “The Work of Art in the 
Age of Mechanical Reproduction” (Benjamin 2008 [1936])—where, in his comparison to 
live theater, he sees a loss of aura (or sense of authenticity) in the rapidly emerging “art of 
the film”—are obvious in Upton’s account.  Benjamin argues that even though a “work of 
art has always been reproducible … the [perceived] presence of the original is the 
prerequisite to the concept of authenticity.” Such a presence constitutes Benjamin’s aura 
of authenticity, which he defines in Segalenian terms as “the unique phenomenon of a 
distance, however close it may be.” He metaphorically illuminates this multi-geographical 
(and therefore multi-temporal) phenomenon with the experience of resting on a summer 
afternoon in a valley while gazing at a mountain range in the distance. The shadow cast on 
the valley constitutes the aura of those mountains. For the experience to be authentic, the 
gazer must both temporally and geographically be here and there at the same time. In other 
words, the original is clearly perceived even though the actual experience in the present is 
a shadowy reproduction.  
Benjamin’s critique of film’s inauthenticities is often applied to discussions on the 
merits of recordings in comparison to live musical performances (Phillip 1992, 2004; Ross 
2007). But when interpreted more conceptually, Benjamin’s assertions elucidate the notion 
of authenticity not only in terms of what makes a musical performance authentic (or 
compelling or Other), but also in terms of where the notion resides. In Benjamin’s pastoral 
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example above, the aura of authenticity does not reside in the mountain itself (the 
composer) or in its projected shadow (performance), but rather in the perceptions of the 
gazer (the listener) who experiences the mountain and its projection.  
Finally, as a close to her summation of early music, Upton recognizes the necessity 
of “perceived” timelessness, bringing Segalen’s immediate perception of an eternal 
incomprehensibility to mind. According to Upton, such timelessness is signified to 
listeners by the performers’ differentiated and differentiating “sounds and styles,” whose 
character and otherness I have detailed in Chapter 2 and 3. This sense of timelessness has 
a place; it has a moment—and that is the Third Space. 
 
Visualizing the Third Space 
Figure 28: Early Music’s Third Space 
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As I have argued in this dissertation, early musicing is more comprehensively 
understood as an Other Performance realized in the Third Space. The interactions in such 
a space—where composer, performer, and listener coalesce in various ways—can be 
effectively visualized as a triangle flow chart (fig. 28). The composer, performer, and 
listener initially reside in their respective vertices. In an early music performance, the 
performer (via an Other Performance), composer (by way of the score) and listener 
(through expectations, to be satisfied and challenged) ultimately converge (indicated by 
orange lines) in the middle, which is outlined by blue dotted-lines. From the Third Space, 
authenticity, intention, and interpretation—what I identify as the conceptual tenets of early 
musicing—project backward (indicated by blue dotted-lines) toward the vertices, where 
they take respective theoretical/philosophical positions metaphorically behind the listener 
(authenticity), performer (interpretation), and composer (intention). The positions of these 
tenets reflect the respective influence they have on the listener, performer, and (notions of) 
the composer (represented by broad-stroke wavy lines) in new early-music performances 
(and perceptions of them). Illuminating the Third Space as a constantly recycling eco-
musical habitat reveals early musicing to be more than a curator effort to save old 
performances (“old wine in new bottles”) or a performer-oriented copy-cat fetish 
(recording-based versus musicological investigation) or even a commercialized campaign. 
Rather, the dynamism of early music’s Third Space reveals early musicing as a fully 
cyclical regenerative socio-musical process where performers, listeners, and, composers 
collectively engage in farther-reaching notions of intention, interpretation, and 
authenticity.  
172 
 
 
 
In this dissertation, I have explained and contextualized the dynamism of early 
music’s socio-musical process by identifying and detailing the movement’s sound through 
performers of various affiliations and associations, revealing a sonically unified movement. 
I explored this unified early-music sound as an exotic one—embodied in an Other 
Performance where performers and their audiences, as part of their identity, seek out 
differentiated and differentiating ways of performance. After formulating a model of Other 
Performance, based on exoticism’s progressive notions in literary criticism and the social 
sciences, I positioned various lenses of musical otherness on early-music performances, 
while using case studies in exotic instrumentation, style, assimilation, and attitude. I then 
explored, through the notion of retro-progressivity, the early-music listener’s perceptions 
of the movement’s otherness by drawing on other musical and non-musical revivals. 
Focusing on the ways authenticity plays out in these various revivals, I provide a more 
comprehensive understanding of what it actually means to be part of the early-music 
movement. Contrary to recent accounts of the movement, I show that authenticity plays an    
integral role in the movement. More broadly speaking, I argue that authenticity is not only 
a fundamental component to early music and other revivals, but, as Varga points out, is 
beneficial for maintaining the “social bonds of a democratic society” (Varga 2012:162). In 
fact, it has been recently suggested that early musicing has saved Western civilization. 
Such a suggestion provides an appropriate coda to this dissertation on early music, 
exoticism, and authenticity.  
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Epilogue: Has Early Musicing Saved Western Civilization? 
The value of the early music movement to our musical life 
has been indisputable. It has unleashed arguably the most 
concentrated rediscovery of lost music in history. 
Composers that had lain silent for centuries … are heard 
again.    
—Heather MacDonald, City Journal (MacDonald 2010)  
 
Using language not only reminiscent of Wooley’s handbook on archeology, but 
also Segalen’s Essay on Exoticism: Aesthetics of Diversity where the exot strives to 
perceive the eternally incompressible, columnist Heather MacDonald confidently argues 
for the efforts of  the early-music movement in her City Journal piece “Classical Music’s 
New Golden Age” (MacDonald 2010). Awestruck by the sound of composers “lain silent” 
for centuries that through the “unleashing” of “early music evangelists” (2014) is suddenly 
“heard again” (2014), MacDonald’s revivalist fervor is not so different from the reception 
of Jurassic Park’s dinosaurs. According to her, early musicers metaphorically travel 
temporal and geographical distances in an effort to “lose [themselves] in the past, to try 
and bring back what the past knew and felt—and present it with reverence and gratitude” 
(2014). Furthermore, MacDonald not only claims that this new oldness is “the spirit of the 
early-music movement now,” but also that very spirit has ultimately saved Western society. 
Strong words in support of a music movement that by some accounts in the 1970s 
essentially constituted a cancerous tumor (Zwang 1977).  But I must say that MacDonald’s 
words, fresh as they are, closely riff on Taruskin’s nearly thirty years earlier, when he 
argued that historical performance wasn’t an old sound at all, but rather a new sound of a 
new century (Taruskin 1987).   
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I wouldn’t go so far to say that early music’s otherness has saved Western society, 
but certainly the sounds of the past—sound and heard in the present day—provide for 
Western art music and those that perform and listen to it a bright and, as we have seen, 
always unexpected future. 
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